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Abstract 
China stands at the heart of the international cultural piracy epidemic. However, 
attention has been paid primarily to the dynamics between global capital and the 
nation-state. Under the "national-global duality", the local, namely the large 
Chinese population consuming pirated films, has been unjustifiably overlooked. 
Deploying a variety of disciplinary approaches and perspectives, this project sets out 
to examine the local, in the larger context of power, technology, the state, and the 
logic of global capital. 
This project begins with a review of major theoretical frameworks of media and 
cultural globalization in relation to Chinese film piracy, and proposes the concept of 
diversity of a (local) "filmic gene pool" to discuss the case at hand. Theoretically, 
the local cultural market has rather limited diversity under heavy impacts of either 
the expanding global capital, or the national protectionism. Under the burden of 
both, the Chinese film consumption is supposedly nowhere near being diverse. Via 
ethnography and library/archival research, this project relies on primary sources, 
such as government documents, press releases, public statements, and first-hand 
information obtained through personal interviews and field observation to examine 
the local phenomenon. The findings suggest considerably diversified film 
consumption. 
Grounded by an analysis of its structural environments, and a rich historical account 
for the past decades, the project then reveals why China has become an anomaly: (1) 
Via the specific mechanism of piracy, Chinese viewers have an almost infinite 
potential to enlarge the filmic gene pool to encompass virtually all of world cinema; 
(2) Thanks to the tug-of-war between the self-interested global capital and the state, 
the viewers are faced with a market with real-time adapting inventory, extremely low 
money barriers, and no advertising / propaganda; and (3) Largely away from 
governmental and economic pressure, the movie discussion on the Internet find itself 
in a public "cine-space", where prosperous communication initiates a networked 
public. It furthers to suggest an Inclusive Model for Diversity of Cultural Market, 
which entails four conditions: a large pool of potential genes for the market, the 
i 
market's efficient adaption to local needs, low money barriers for general purchases, 
and a public cultural space as the major market orientation. 
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Chapter One: Chinese Film Piracy Consumption and 
Media Globalization 
Introduction: The Rampant Film Piracy in China 
Regarded as one of the most prominent issues in the past decades, global 
entertainment piracy has attracted severe attention from different interest groups as 
well as academic researchers. With the highest piracy rate of 90% (L.E.K.，2006) ^  
China stands at the heart of the international piracy epidemic. China's location as a 
desirable piracy market as well as production and export base are attributable to its 
large and relatively cheap labor base, its 1.3 billion plus market size, its long costal 
lines and shared borders that provide natural entry, outlet, and connecting points for 
smugglers, its geopolitical influence, and its uniquely hybrid and ambivalent 
politico-economical-cultural system. (Wang, 2003, p47) Among major suffering 
industries such as business software, records and music, and entertainment software, 
the piracy rate of China in motion picture is most striking, up to 93% in 2005. (IIPA, 
2008) Piracy costs the worldwide motion picture industry an estimated $18.2 
billion in 2005, and China alone saw a 2.69 billion loss? (L.E.K.，2006) 
The first issue worth mentioning pertains to the relation between Loss and Level. A 
93% film piracy level in China, for example, means that 93 out of every 100 film 
products sold in the country are pirated. With the highest piracy level throughout 
the world, however, the US motion picture dollar loss in the Chinese market is 
relatively small, 244 millions, ranking the 6让，way behind its Mexican (483 million), 
UK, and French equivalents. This is because the Chinese film market remains yet 
1 Piracy rates are derived from MPA member company legitimate revenue plus estimated revenue 
lost to piracy in each market. They are a static snapshot of the percentage of the potential market that 
is lost due to piracy. The piracy rate is based on existing market data and does not incorporate growth 
if piracy did not exist. 
2 This includes producers, distributors, theaters, video stores and pay-per-view providers in the U.S. 
and around the world. 
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to mature, and most importantly, restricted access limits legitimate revenues. (L.E.K., 
2006) Such tension is crucial, directly leading to the increasing pressure from US 
to urge the Chinese government to enlarge its market access, as well as to defeat 
piracy. 
For the Sino-U.S. bilateral negotiations on China's World Trade Organization (WTO) 
accession, for instance, the U.S. negotiators focused on three different areas: the 
General Agreement on Trade in Services (GATS) for the market access issues of 
import and distribution, cinema ownership, and censorship; the General Agreement 
on Tariffs and Trade (GATT) for heavy taxes and import duties that partially made 
China one of the least profitable film markets; and Agreement on Trade-Related 
Aspects of Intellectual Property Rights (TRIPS) for rampant piracy problem in China. 
(Richardson, 1999) However, although the 2001 WTO accession brought some 
concessions made by the Chinese government, including to import up to 20 
revenue-sharing films instead of the previous quota of 10，in terms of piracy 
rampancy, the situation does not change significantly in the past decade despite the 
anti-piracy campaign (see Table 1). In the second half of 2006 physical piracy 
continues at the 85-95% level. (IIPA, 2007) For three times (1991, 1994，and 1996) 
China has been designated a "Special 301 Priority Foreign Country"^ by the United 
States Trade Representative (USTR), but as a fast growing economy, China holds 
more and more negotiation leverage vis-a-vis the US and the international trade 
regimes. Since 1996 China has remained only in the Priority Watch List.， 
3 Special 301 is a provision of the Omnibus Trade and Competitiveness Act of 1988 that authorizes 
the USTR to use trade sanctions or other limits on market access to retaliate against inadequate 
protection of intellectual property rights. Under Special 301, the USTR must prepare an annual list 
of Priority Foreign Countries that deny effective protection of US intellectual property or deny 
equitable market access to US persons who rely on intellectual property protection. 
4 The USTR also prepare a Priority Watch List and a Watch List to alert offending countries that their 
practices are being monitored by the USTR. Once a Priority Foreign Country is identified, the 
USTR must within 30 days initiate an investigation of the country and its offending practices, and 
must take action if no substantial progress has been taken by the country within the period of the 
investigation. The USTR has broad discretionary authority in deciding what actions to take. The 
three main tools include the suspension of trade benefit, the imposition of duties or other import 
restrictions, and the entering into of binding agreements to stop the offending practices. 
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TABLE 1 People's Republic of China: Estimated Trade Losses Due to Piracy (in millions of US dollars) 
and Levels of Piracy, 1995-2005 
"im "im Im Im Im "Im "mi "Im Im Im "Im 
Loss n io 1 2 ^ m o m o 120.0 160.0 168.0 ns.o 280.0 244.0~ 
Level 100% 85% 75% 90% 90% 90% 88% 91% 95% 95% 93% 
Totals • 2 , 3 2 3 . 0 2 , 3 0 9 . 3 2 , 7 9 2 . 3 2 , 5 5 3 . 5 2 , 1 3 7 . 7 1 , 0 8 5 . 2 ~ 1 , 5 0 6 . 6 1 , 8 9 3 . 3 2 , 8 5 9 . 2 2 , 5 3 0 . 9 2 , 6 4 3 . 9 
Proportion • 5.3% 5.2% 4.3% 4.7% 5.6% 11.1% 10.6% 8.9% 6.2% 11.1% 9.2% 
Sources., Compiled from annual statistics by IIPA 'Special 301' Reports, People's Republic of China, see 
'Websites' section in References.^ 
* Totals are the total estimated losses due to piracy, including sections of motion pictures, sound 
recordings, business software applications, entertainment software, and books. The Proportion that the 
motion picture accounts for of the totals is calculated accordingly by me. 
International Intellectual Property Alliance (IIPA) keeps annual track of the revenue 
loss of the Motion Picture Association (MPA)'s members^ due to piracy in China 
(Table 1). We must bear in mind the accuracy and validity of the estimates, 
however, are questionable, and especially may be exaggerated (see for detail 
National Research Council, 2000; Priest, 2006; also some discussion later). In 
addition, the reported loss contemplate only piracy of physical copies; they do not 
include losses from the thousands of websites and numerous peer-to-peer file-sharing 
networks that make films for free to internet users in China. Thus numbers of the 
recent years may be underestimated. In 2004 the MP A commissioned to develop a 
methodology that analyzes both physical and Internet piracy, which refers to all 
piracy on the Internet or through mobile communications platforms or similar 
technologies. Based on this method statistics on China in 2006 and 2007 is yet to 
come, while a new analysis indicates in 2005 the major U.S. motion picture studios 
lost to worldwide internet piracy 38 percent of the total 6.1 billion. (L.E.K., 2006) 
On Oct. 18，2007, IIPA's Testimony before United States House of Representatives 
points out, although some progress has been made in business software, film piracy 
remains immense and Internet piracy continues to grow. The fact that China sees a 
significant growth of levels of piracy (from 85% to 90%) in Records & Music sector 
(IIPA, 2008) more or less indicates the exacerbation in Motion Pictures department 
5 In the recent 2007 and 2008 Report, MPAA does not have available 2006 / 2007 statistics on 
motion pictures section at the time the IIPA 301 submission was filed. 
6 MPA members include Buena Vista Pictures Distribution, Medtro - Goldwyn - Mayer Studios Inc., 
Paramount Pictures, Sony Pictures Entertainment Inc., Twentieth Century Fox Film Corporation, 
Universal City Studios, LLP, and Warner Bros. Entertainment Inc. 
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which basically shares the same means of copyright violation. The conclusive 
recommendation from IIP A, is to push Chinese government to "take a handle on its 
piracy and market access problems", virtually unchanged from that of two years ago. 
(Smith, 2007) 
Literature Review 
Focuses in Chinese Film Piracy 
Piracy is, economically, culturally, and politically, inextricably linked to the 
processes of media globalization. The existing literature, albeit not scarce in 
quantity, covers limited scope. Roughly they can be divided into two strands: the 
pragmatic strand aiming at problem solution, and the critical strand that cast doubt 
upon the justification of international, or US-led, copyright norms. 
Studies within the positivist strand are overwhelming in number. They are highly 
consistent with reports and proposals by US or international trade organizations, in 
seeking solutions to eliminate piracy. Under this category are, first, projects on the 
historical context of Chinese piracy, in the attempt to trace the roots giving birth to a 
contemporary piracy hotspot as such. (Alford, 1995; Zheng & Pendleton, 1991; for 
specific discussion see footnote 32, Priest, 2006) Researchers find China lacks 
historical, cultural, and legal conditions conductive to effective copyright 
enforcement, and the country needs external pressures to force adapting to more 
stringent international norms. (Priest, 2006; Neigel, 2000; Mertha, 2005) These 
works provide the cultural and historical basis for options to defeat piracy can further 
be "realistically" developed. Priest (2006), for example, concludes by proposing 
three policy directions, and goes for the third one which is to establish an online 
alternative compensation system that would allow users to download music and 
movies while ensuring copyright owners' interests. Via a different approach, 
Mertha (2005) intends to find helpful strategy as well. By providing rich 
description of several areas of Chinese bureaucracy that deals with copyrights, 
patents, and trademarks, he tries to clarify the decision making structure of Chinese 
politics, and accordingly to see what types of diplomatic pressures successfully 
influence Chinese policy. 
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Criticisms regard such stances as using the paradigm of US negotiators. 
Considering that China has a long history of resisting the implementation of 
intellectual property law and has also produced centuries of innovation, these 
scholars find necessary to question the fairness of the international intellectual 
property regime and whether the regime, on balance, serves the interests of China or 
other developing countries. As such, contrast to the means-end approach, the 
critical strand begins research with considerable doubt cast upon the existing macro 
structure. (See, for example, Halbert, 2006; Peerenboom, 2007) Analyzing 
Hollywood in the torrents of the digitalization of screen texts and associated shifts in 
the division of labor, New International Division of Cultural Labor or NICL, as they 
call it, Toby Miller and his colleges suggest cultural policy reforms to end 
differences between the institutional identities of producer and consumer (on which 
the present Law of Intellectual Property is based), and instead to offer a vision of 
cultural work as interdependent efforts of production, distribution and consumption 
that bring value and meaning into the world. (Miller, Govil, McMurria, Maxwell & 
Wang, 2005) Pang (2004b, 2006) also contends that current copyright discourse 
tolerates the appropriation of ideas but criminalizes product piracy, and today's 
international copyright laws are major and powerful tools that perpetuate and 
reinforce the historically constructed uneven distribution of global wealth. While 
Miller acknowledges China as the largest ground for 'bazaar store-holders' of 
cultural piracy, Pang (2004a) researches more specifically, pointing out movie piracy 
in China is largely the result of the global diffusion of consumerism under such 
inequality, on the one hand, and the result of a specific national politics, on the other. 
Pang sets out to examine "participation of the Chinese State and the Chinese people 
in the flourishing movie piracy market" (further discussion later，especially for her 
examination of the "Chinese people，，). 
Different from the above mainstream foci, Wang (2003) studies the network of legal 
and illegal film distribution in China. She points out that piracy constitutes the 
relations of various regional, national, and local entities, bridges the gaps between 
them, and to study piracy, then, is to add the middle part to what traditional analyses 
have misleadingly dichotomized into the center and the periphery, the local and the 
global. (Wang, 2003; also for an earlier work, see Wang & Zhu，2003) Therefore, 
Wang adopts a framework focusing on the configuration of multiple linkages, which 
5 
serves better than the existing theoretical frameworks (e.g., political economy, recent 
writings of globalization, according to Wang). Now, the concept of the local needs 
clearing up. Although Wang uses the word local very often, by close scrutiny, one 
can recognize that she basically refers the local to the border-crossing distribution 
network. With no specific definitions, she sometimes equals the local with the 
national, and sometimes with the reception end of the local vendors. The local in 
the context of globalization, obviously, can mean different things in different 
situations (Sparks, 2000). In this project, the local refers to the social spaces below 
the level of the State, and more specifically, to Chinese consumption of film piracy 
and the movie culture thereof, which is, to sum up the literature review, still largely 
missing. 
Generally speaking, a common feature shared by most existing literature is their 
primary concerns on the global and the national. Following either the pragmatic or 
the critical strand, scholars tend to focus on how outside pressure (global capital) 
impacted the development of Chinese intellectual property law, or how the State 
adjusts itself to integrate into the world economy and to maintain the domestic 
control at the same time. Apart from Pang's touch, there is barely serious attention 
on the Chinese people, of whom the stereotype of having uncivilized disrespect for 
intellectual property simply endorsed. 
The last issue examined noticeably in the Chinese and more generally, Asian piracy 
is the curious role of new technologies, Video Compact Disk (VCD) in particular. 
Considered an obsolete recorded format in the West, VCD has had an unexpected 
rebirth in Asia, especially in China. It is considered offering an alternative way to 
view the global circulation and adoption of new technology. (Wang & Zhu，2003; 
Wang, 2003; Pang, 2006) Wang (2003) even deem it as a powerful example of the 
reversed flow of global electronics production, in a sense that Hollywood majors had 
to go back to produce VCD versions of their films for the Asian markets in order to 
combat VCD piracy. VCD given way to higher quality Digital Videodisc (DVD) 
replacements in the terrain of "hard goods" piracy, the ever focused issue now is out 
of question the development of the Internet piracy. It is acknowledged that through 
the aid of digital technology, piracy networks are able to undermine and challenge 
the copyright industries' critical need to command space and control time. 
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Four Theoretical Positions in Media Globalization 
Bearing in mind the local consumption or consuming culture as a missing part，now 
we come back to the two foci of the present literature: the diffusing global capital, 
and the national politics in the case of Chinese film piracy. As a point of departure, 
I will review relevant theoretical arguments in territory of media and cultural 
globalization in order to raise and bring out the significance of the research problem, 
and also to launch the study on a proper theorizing ground. 
To begin with, vast volumes of available evidence already suggests the 
unprecedented impact the internationalization of capital and the ever increasing 
global interconnectedness have been casting upon cultures. While globalization 
both informs and disrupts culture, culture is arguably the most direct way in which 
we experience globalization. (Tomlinson, 1999，2007; Hopper, 2007) Among 
others, most salient is the uneven cultural flows on the global scale, that is, the vast 
majority of the products of the mass-market cultural corporations which flood across 
borders originate within the US and Western societies. The tendency for certain 
cultural images, icons, and practices to dominate others in a largely one-way traffic 
is evidently attributable to the huge inequalities of economic power between cultures. 
On the cultural transformations caused by the uneven cultural flows during the 
ongoing process of neo-liberal globalization, different positions have been taken. A 
telling way to crystallize the debate is to formulate them according to the traditional 
Left-Right divide that has been partly transcended in the politics of globalization. 
In a variety of contested sites of globalization there have been differing 
convergences between the Left and the Right. (Kiely, 2005) Concerning media 
globalization, in brief, on the left the neo-Frankfurt school critiquing its economic 
underpinnings and ideological effects has been at odds with the cultural studies 
community that celebrates the popular. On the equally contentious right, cultural 
conservatives have been at odds with those who embrace the logic of free market 
development. (Uricchio，1996) The area of "agreement" between Left and Right is 
a mightier role of nation-state, advocated by the former position from either bastion. 
(Table 2，shadow area) Therefore, a typology can be made by the Left/Right divide 
and the attitude towards media globalization: pessimistic and non pessimistic. (Table 
2) 
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TABLE 2 Positions in Media Globalization 
Left Right 
Pessimistic (A) Neo-Frankfurt (C) Cultural conservatives 
school (cultural (right-wing nationalism) 
imperialism) . � ” “ 
Non-Pessimistic (B) Cultural studies (D) Free market advocates 
In following paragraphs I will outline the basic arguments of each position, against 
which the Chinese case of piracy will be carefully weighed. After that I will 
re-stress the concept of cultural diversity, level it down to studying the cinema 
globalization in point, and then raise grounded research questions for my study. 
Of Position A on the left, perhaps the longest-standing and best developed approach 
to explaining cultural globalization, is the cultural imperialism thesis. Rooted in the 
work of the Frankfurt School of sociology, it focuses on structural patterning of 
global domination, linking explicitly the cultural policies and practices of the USA 
and Western nations with the economic interests of these same countries. Cultural 
domination is seen as a part of a strategy (1) to generate demand for Western goods, 
and (2) to compound subordination and inequality between producer and recipient 
cultures. A key component of the cultural imperialism thesis is the homogenizing 
consequences of global communication networks and cultural flows, and thereby an 
ever more homogeneous cultures around the world. (See Schiller, 1991; Tomlinson, 
2002) While correctly pointing to the unevenness in cultural flows，and identifying 
certain real tendencies in the global order, the cultural imperialism thesis is 
challenged by cultural studies scholars for exaggerating the degree of 
homogenization, with the assumption that commercial media industries (of the West) 
have predictable and uniform effects on audiences. 
Position B, the cultural studies community, is animated by subjectivity and power. 
Its continuities come from a shared concern of the reproduction of culture through 
structural determinations on subjects versus their own agency. Back in 1980s this 
school of scholars (then identified with the Birmingham Centre for Contemporary 
Cultural Studies) criticized the "text all-powerful" thesis of film theory. Morley 
among others, argues for a much greater recognition of 'agency', of the audience's 
freedom to negotiate quite resistant and even oppositional readings to those 
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apparently structured into by the text. (Turner, 2000) In our age of media 
globalization, empirical analyses to examine the innovative reading practices of local 
audiences have been flourished. These are considered part of the 
counter-tendencies that resist full homogenization. (For a detailed account of the 
half-century development of cultural studies, see a whole chapter of Rojek，2007) 
On the right, Position C represents the cultural conservatives, a.k.a. nationalists of 
the Right in the anti-globalization forces. As communication patterns increasingly 
transcend national borders, many national controls over information have become 
ineffective, and people everywhere are exposed to the values of other cultures as 
never before. Transnational media corporations have made significant inroads into 
national cultures and national identities. Right-wing nationalism therefore appeals 
to “the people" and the nation as a defensive response to the uncertainties of 
globalization. The state is urged to pursue rigid closed-door policies on 
information and culture. The national is championed as sites of authentic 
embeddedness against the dissembling effects of globalization. (Polanyi, quoted 
from Kiely, 2005，p. 177) "The people", on the other hand, is selective，tending not 
to include various minorities, who are regarded as being part of the problem of 
globalization. 
Those in Position D believe in the liberating effects of free-market economics, 
seeing the growth of global cultural flows as a welcome development. These 
thinkers constitute the majority of so-called positive globalists. (Mackay, 2004) 
From a liberal perspective, they argue that the public interest is best served not by 
empowering the cultural elite that runs public service broadcasting, but by allowing 
consumers freedom of choice. Market is itself democratizing. These voices are 
prominent in the media industries that benefit materially from the growth of channels 
and programming, and prominent also in some government reports, such as the 
Peacock Report (Home Office, 1986) during the deregulation of the UK media 
landscape. 
Then there is the interesting coalitions of the left (Position A，opposed to 
profit-motivated global corporate capital) and the right (Position C, defending 
national culture). For Position A, liberal deregulation of the media is seen as 
masquerading as freedom of choice, but in reality is clearing the ground for 
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colonization by capitalist corporate culture. For Position C, stuff like Disney is 
ersatz culture that corrupts or threatens distinct and historically rooted cultural 
traditions and practices. Moreover, their respective diagonal position answers 
directly to their main pursuits, on the overt opposition. Position D embraces the 
freedom of choice in process of media globalization, whereas Position B，cultural 
studies, criticizes the notion of passive local as well as the romanticization of an 
authentic local. On the other hand, Position A and C constitute the strong foothold 
of national cultural protectionism. In practice, recognition of the spreading in the 
English language of US or Western cultural goods has been translated into policies, 
such as banning satellite dishes in Iran, the imposition of tariffs or quotas on 
imported music, film or television in France. 
Cultural Imperialism 
Against the current intellectual property laws, critical scholars on Chinese film 
piracy, never the less, tend to take a pessimistic view, arguing that because the 
Chinese state fails to reinforce its intended regulations, the Hollywood invaders 
creep in nevertheless. Let me quote Laikuan Pang (2004a), whose writings may 
represent this perspective: 
Obviously, it is naive to assume that piracy is an egalitarian effort of the people to 
oppose some authority policy, because what the people desire is entertainment in 
the form of commercial Hong Kong and Hollywood films, which are hegemonic 
in their own discursive structures. The popular commercial films being pirated 
are often invested with various forms of prejudice, ranging from racism, 
chauvinism, and homophobia, to capitalist greed, (p. 115) 
In Pang's pessimistic argument one can sense structuralism, which tradition regards 
popular culture, as being systematically interconnected by virtue of the parts they 
play in relation to broader social and political processes, particularly those bearing 
on the production of consent to the prevailing social order in both its patriarchial and 
capitalist dimensions. (Bennett, 19886) Seen through the above typology, the 
major argument of these thinkers, that piracy has reinforced Hollywood dominance 
in global image markets by circulating Hollywood products and consequently 
cultivating and creating an environment and demand for more of these products 
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(Pang, 2004a，2006; Dai, 2000，2002), is obviously in Position A, the cultural 
imperialism thesis in specific. 
As I outlined, the cultural imperialism is a structural analysis, starting from the facts 
of predominant cultural flows in the globalization process. To make theoretical 
inference in this perspective firstly entails close scrutiny of the reality, but there is no 
empirical evidence of the Chinese case, except for the colossal figures claimed as US 
revenue losses. As a matter of fact, full glare of publicity drawn by the contention 
on film piracy between the Chinese government and US-led transnational entities 
during the past decade easily leads to an impression that Hollywood counterfeits 
dominate the Chinese piracy market, which has been further strengthened by 
pragmatic studies that speak from a US industry perspective. In a word, the veil 
over the local film piracy market and local consumption in China has never been 
truly uplifted. Accounts in Position A actually simplify the entire complication of 
the piracy scenario, making it just a cultural "global invasion bypassing the strong 
state forte". Underlying is the dismissal of the local people, who has been regarded 
as an empty receiver. To crystallize the whole scene, the pivotal part rests on 
whether this "bypassing" brings any differences to established moulds of global 
cultural flows. 
Cultural Studies 
Concerning the weakness of the cultural imperialism thesis, the lack of agency, 
scholarly debates over the Chinese film piracy case could be formulated between (a) 
deleterious, ideological text structures of Hollywood (and Hong Kong as well?) that 
organize spectating practices and homogenize local culture, and (b) the local's active 
interpretation of these texts and perhaps more empowerment in appropriating 
elements that help social democracy, a theoretical approach Position B, the cultural 
studies community would take. But the pivotal question comes again: Isn't it the 
same set of argumentation around the legitimately "invading" Hollywood? So 
where is the specificity of the "criminal characteristics" of film piracy? Does it not 
have any, compared to the regulated practices of Hollywood in any culturally 
marginalized nations? 
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Since 1980s, the main politics in cultural studies is to challenge the already 
well-established order of capital globalization, and the massive systems of cultural 
production by the state and the private business conglomerates. (Rojek, 2007) To 
disrupt this logic, cultural studies basically conducts the cultural program of 
dismantling dominant structures of meaning. 
However, to quote Pang (2004a) in another paragraph: 
Piracy is a unique case of cultural disarray among many other activities as a 
demonstration of the characteristics of globalization, since piracy is engendered by 
globalization but remains outside of, or even subversive to, globalization's control 
and interest, (p. 124) 
In her research on the global networking of counterfeit production and consumption, 
the famous French Louis Vuitton as a case, Hsiao-hung Zhang (2004) also concludes 
something in a similar vein, yet more revealing: there is the co-depending ongoing 
(de)construction between "fake globalization" and "globalization". "Fake 
globalization" (of counterfeit products) appropriates the power of globalization to 
disseminate themselves. It is the "dark flow" within globalization, repetitively 
reduplicating and deconstructing it. It differs from traditional anti-globalization 
movement in that it is not an external attack on globalization from without, but an 
internal exposure, subject to global super-logo fashion consciousness and 
simultaneously resistant to the manipulation of super-logo by transnational 
conglomerates (Zhang uses a neologism, glogocentrism). Zhang also illustrates 
how this process is influenced by the political-economic deployment of international 
divisions of labor, and how the latter’ s landscape is in turn changed. On the other 
hand, in mapping the film piracy networks, Shujen Wang (2003) sums up that "film 
piracy and distribution in Greater China represent the intersection and transformation 
/ deformation of various circulating entities. Because of the constantly shifting 
alliances and connections among piracy networks, the state, manufacturers, 
consumers, distributors, and a complex of group of other relations, they also 
represent different topological possibilities. 
People are situated in various and diverse relations of scarcity with respect to 
economic, political, technological, cultural and communication resources and stimuli, 
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certain combination more accentuated in certain society. It follows certain 
practices and sensibility. The local Chinese piracy-consumers are indeed 
profoundly different from audiences in other parts of the world that live in a legally 
functioning cultural production / distribution systems. As cultural studies strives on 
the cultural program of dismantling dominant structures of meaning, aiming at the 
freedom of the public to challenge the established order of globalization, what 
measure ought to be taken to approach a physical anomaly that itself is disrupting the 
logic? The first attempt should be a careful phenomenal examination, then to 
extricate the differing social structure. (All this is valid to the above media 
imperialism thesis discussion) The usual tradition to register the detailed reading 
practice, not bankrupts in any sense, but more or less pales faced with the Chinese 
case in point. In addition, on the operational level, this approach cannot tackle the 
piracy consumption neatly. While the power of the text and that of the audience 
always interact on every media site, in our case it is difficult to identify significant 
groups struggling with certain set of texts that bear structural traits, at least not as 
systematic as required for usual scholarly interrogation. 
Right-Wing Nationalism 
In an age of advancing globalization, the rising economic nationalism, and an 
imperial tension, growing concerns about the survival of national culture are 
prominent. Against such backdrop, to frame piracy viewing within the Chinese 
national cinema is prevailing. Often stressed in institutional reports both of China 
and the US (for example, CFA，2007; IIP A, 2008)，and occasionally brought up by 
scholars (Pang, 2004a, 2006; Dai, 2000，2002), piracy is claimed to harm the 
national cinema. The former emphasizes pirated domestic films sabotage the 
healthy of the domestic industry, whereas the latter emphasizes pirated foreign films 
marginalize the domestic products. Nevertheless, to what extent film piracy is 
actually plaguing the national cinema remains ungrounded (more discussion later). 
But more noteworthy is the underlying assumption of national cinema as a collective 
or mass expression of national culture. This "slippage" indicates the Position C, 
that of cultural conservatives, who insist on guarding the national culture, thereby 
protecting national cinema. 
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The crucial failing to this position is the highly problematic notion of any authentic, 
indigenous, national culture. Culture is neither a territorial nor a static phenomenon, 
and the so-called national culture is fundamentally constructed. (For a concise 
account of "the story of national culture", see Held & McGrew，2002) Not only a 
homogeneous national culture is nonexistent, but it is also wrong to assume bluntly 
the national cinema gives local people what they want. Instead, national cinemas 
are subject to operation via brutal forms of monopoly-capitalist business practice 
and/or of state ideological control. The Chinese national cinema is an all-round 
example. It has long been under close manipulation of the state, which undergoes 
the transformation from communism to a curious variant of corporate statism that 
practises rent-seeking in the national culture sector. In fact, this partly explains the 
backup from state institutions for this position, since its advocation goes with the 
national interests, both ideologically and economically. On this score, for the case 
of Chinese film piracy, it is unreasonable to let the people be responsible for the 
development of national cinema, in the name of national culture preservation. 
I will address a little more the coalition of Position A and C. The media 
imperialism thesis sees cultural globalization is at the expense of national culture, 
assuming that national values are generally positive and relatively uncontested. 
Resembling certain perspectives of right-wing nationalism, this troubling assumption 
has been criticized by critical theorists that foreground the nation-state as "the most 
powerful chauvinistic enunciator of the hegemonic logic, producing its own system 
of power through a triumphalist denouncing of western modernity." (Abbas & Emi, 
2005，p. 10; Miller, 2005) 
There is another dimension that aligns the neo-Frankfurt thinkers on the left with the 
cultural conservatives on the right under the umbrella of national cultural 
protectionism. The cultural imperialism school "assumes that resistance to influxes 
of commercial mass cultural products is intrinsically progressive, when, in fact, 
privileged groups may appeal to national or local authenticity in order to protect 
vested interests". (Kiely，2005, p. 170) In terms of global cinema flows, William 
Uricchino's analysis of GATT talks across the Atlantic, beautifully illustrates the 
underlying agreements between the seeming Left and Right. He argues that 
national protectionism masks a tension between the interests of elite and mass 
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culture. A telling example is the double standard: Hollywood films across national 
borders generate concern, criticism, and charges of cultural expansionism along with 
their mass audiences, from which their high culture counterparts are entirely isolated. 
Plus, many of the same fears and concerns of America as "low culture" bind together 
conservative elites within the United States and Europe. According to Uricchino, 
although national sentiments are mobilized to defend regional interests against an 
"American" take-over, the issue in fact is one of multi-national corporations versus 
cottage industries, of mass produced, mass consumed products versus artisan 
production. In a similar vein, the popularization of the film medium in the early 
days and its alleged deleterious cultural effects can be understood in terms of the 
inevitable loss of cultural authority. What matters ultimately are patterns of 
cultural participation. In conclusion, Uricchino argues the national cultural 
protectionism mobilizes and twists concepts to rally supporters, encouraging certain 
national policy objectives, while obscuring the possibilities for expressive forms to 
define new audiences. (Uricchino, 1996) 
The conflation of nation with cultural elite (on the right and the left) brings with it 
the advantage at least some sense of local culture will make it to the screen. But the 
gap to reach beyond an elite vision (and an elite audience) becomes ever broader. 
In this sense, the Chinese film piracy consumption serves as an opportunity for 
insight and alternatives to attend the huge potential public. 
Free Market Advocates 
The freedom of choice is at heart of those embrace the logic of free market, in 
Position D. From this perspective, the growth of global cultural flows is genuinely 
welcome. Choice, modeled on the affluent consumer experience, has become 
central tenet of many political and ethical discourses. Here, rather than naming 
typical positive globalist statements, I will address some other famous theories that 
have a bearing to this type of thoughts. 
In his examination of media and cultural imperialism discourses, John Tomlinson 
(2002) proposes to understand the idea of westernization in relation to global 
modernity. He thinks the Western, just as elsewhere of the world, has been 
suffered from cultural deterritorialization, and this is in fact social and cultural 
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modernity itself. In this sense, so-called cultural imperialism ought to be seen as 
the diffusion of modernity, a general process of traditional culture being uprooted 
from its historical and geographical origins, instead of an imposition of Western 
culture. In spite of his claim of a single modernity as the cultural fate, Tomlinson 
has been charged with his position as a "First World white male economic liberalist". 
(Chen, 1994) Criticism holds that Tomlinson emphasizes too much on the free, 
active consumers, and strives to balance all points to the extent that he, at least 
unconsciously, speaks for the dominant parties in global capitalism. Against John 
Fiske's optimist view of oppositional readings, critics have the similar concerns. 
Besides his "semiotic democracy" that renders merely semiotic interpretation of 
social phenomenon, thereby ignoring the deep structural inequality, another key 
weakness of his is to confuse the consumer's choice with the predominance of the 
capitalist system. People unable to afford become people that choose not to buy. 
(Zhao, 2001) Critical students of consumer culture find the celebrated "freedom of 
choice" very questionable. They raise tough questions such as: 
• Access: can people actually get the goods or services they need or want? 
• Choice: is there any? And can consumers affect the way goods or services are 
provided through their own decisions? 
• Information: is it available, and in the right way to help consumers make the 
best choices for themselves? 
• Equity: are some or all consumers subject to arbitrary or unfair 
discrimination? 
• Representation: if consumers cannot affect the supply of goods or services 
through their own decisions, are there ways for their views to be represented? 
(Gabriel & Lang，2006，pp.30-31) 
In the realm of cultural production and consumption, a world ruled by the principle 
of power politics, it is axiomatic that political and economic prowess leads to 
cultural dominance. The "global village" is by no means an egalitarian one. The 
powerful have set and continue to set the standards, politically, economically, and 
culturally, for the weak to follow (the international laws of the intellectual properties 
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being an example). Indeed the case remains that the celebration of subjectivity is 
always ignited when the individual feels most pressure from predominant social 
structures. To unduly emphasize individual subjectivity and the freedom of choice, 
however, risks losing the critical edge to the larger social structures. 
As for our case in point, Wang and Zhu (2003) think piracy brings along a sort of 
consumer empowerment, because the consumers find their way to access content, 
and although "Hollywood determines the content"- which remains doubtable as 
aforementioned - the Chinese consumers are "constantly negotiating and interpreting 
individual local existence by consciously selecting those products that best suit their 
interests." Thus "consumer sovereignty would no doubt increase." (p. 119) 
Stressing a rather ambiguous "consumer reflexivity", such argument actually falls 
under the umbrella of Position D, thereby tending to obscure the social context that 
may render further insight: As the preceding sections suggest, cultural piracy in 
China can lead to an observable structural transfiguration, and the corresponding 
change of resource allocation for ordinary people. Piracy dissolves the national 
political censorship, as well as the money barrier of cultural consumption. 
Therefore, instead of embracing the consumer sovereignty brought by film piracy, an 
ever more urgent task is, again, to closely scrutinize the phenomenon. 
Summary 
The above literature review is two-dimensional. First I highlight the limited 
researching foci of Chinese cultural piracy, that is, the stance and practice of the 
nation-state and that of global capital, as well as the intricate interplay between the 
two players. Another focus point, a relatively minor one, is the role of new 
technologies, VCD in particular, in the circulation and boom of Asian piracy. The 
research scope at large excludes an empirical examination of the local (below the 
state) piracy market and piracy consumption, let alone any theoretical analysis of the 
external/internal dynamics situating the local. 
Then I outline the four theoretical positions on the general processes of cultural 
globalization. They are (A) neo-Frankfiirt school or specifically the cultural 
imperialism thesis, (B) the cultural studies community, (C) cultural conservatives or 
right-wing nationalism of anti-globalization forces, and (D) believers in the logic of 
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free market, a considerable bastion among positive globalists. These positions have 
intricate relations in between. While Position A and B belong to the traditional Left, 
C and D to the Right, within both the Left and Right bastion, contentions occur. In 
addition, Position A and C align in national cultural protectionism in the torrents of 
cultural globalization. Against this typology, I try to weigh the Chinese case and 
relevant arguments to better understand their implications, meanwhile further 
revealing the possible deficiencies or gaps in applying the existent theoretical 
positions to launch our case in point. Albeit well-practised, the usual traditions are 
bound to downplay, or even be blind to, certain remarkable aspects that make piracy 
so interesting. It would also run the risk of distorting the empirical detail in order 
to fit the treatment. The findings, again, entail a close empirical study of the local 
consumption. 
As Tomlinson (2007) notes, the globalization process demands analysis at the level, 
not just of macro-social phenomena, but of everyday "lived experience", reaching 
down ultimately into transformations in the very constitution of that experience. It 
is not inappropriate, to speak of a "phenomenology of globalization", (p. 164) For 
the issue at hand, a rich descriptive account is valuable for its own sake, and the 
meanwhile paves ways for further investigation of the larger structures that situate 
the local, as well as the inner dynamics between the social agencies. 
18 




To problematize the case of Chinese film piracy consumption, we go back to the 
"actually existing globalization" (Kiely, 2005), especially to one major aspect of its 
reality, the exponential growth of global cultural flows. This is acknowledged by 
theorists taking each of the four positions. Based on the fact of dominant flows 
from the world's core to its peripheries, namely the US or Western countries to the 
Third World, the cultural imperialism school holds the homogenizing consequences 
in local (national) cultures. The thesis has been widely challenged for its troubling 
assumptions of culture and the neglect of local agency, the reception end. However, 
debates over the alleged cultural homogenization extend well beyond. Critics deem 
it being highly exaggerated also because the dynamics between local culture and 
other external cultural expressions is much more complex. International producers 
and distributors of goods and services are very conscious of it and so they try to 
adapt themselves to the local cultures. Besides, people themselves re-adapt the 
goods and messages of the global producer to their specific tastes and needs. 
Regarding tendencies and practices countering or alternative to so-called 
homogenization, large body of scholarship has been working on concepts such as 
glocalization, creolization, hybridization, and transculturation. (Robertson, 1995; 
Pieterse, 2000, 2004; Marwan, 2005; Tomlinson, 2002) However, temporarily for 
our case of Chinese film piracy, I will not go into these varied arguments and the 
intricate processes concerned, albeit which I believe do occur in some way in China 
as in elsewhere. I would rather remain focusing on the factual cultural flows, on 
the actual influxes a society is able to receive. 
Since the term "homogenization" has been heavily loaded during debates and 
discussion, I prefer using "diversity" to examine cultural flows. More specifically, 
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I propose the view of "filmic gene pool" for the case study in point, that is, to look at 
phenomena in terms of the diversity of the filmic gene pool. But before moving on, 
I will discuss a little more on the concept of cultural diversity. 
Cultural diversity in our daily usage usually refers to the cultural differences that 
exist between people, such as language, dress and traditions, and the way societies 
organize themselves, their conception of morality and religion, the way they interact 
with the environment, etc. A number of scholars in anthropology, sociology and 
political science, as well as development studies, have seen globalization 
undermining the world's rich cultural diversity. (Logan, 2008) It was already a key 
theme of United Nation's "Decade for Cultural Development” (1988-1997). In 
November 2001，UNESCO created a Declaration on Cultural Diversity, linking 
cultural rights to universal human rights through "the possibility for all cultures to 
have access to the means of expression and dissemination." UNESCO (2001) 
maintains that cultural diversity is "a source of exchange, innovation and creativity, 
cultural diversity is as necessary for humankind as biodiversity is for nature." 
Cultural diversity is tricky to qualify, but a good indication is regarded to be a count 
of the number of languages spoken. By this measure, it is inferred the world is 
going through a period of precipitous decline in cultural diversity. (Crystal, cited 
from UNESCO, 2001) The domination of the English language is an example of 
diversity reduction in the discussion of media globalization. 
Filmic Gene Pool 
In the terrain of cinema globalization, then, diversity can be indicated by a count of 
variants in differing, perceptible aspects of cinemas available to a region or the world 
as a whole. This indication is what I define as the "filmic genes pool". Now to 
illustrate the concept, I will first introduce related intellectual resources from film 
studies, and then briefly discuss the theory of cultural genes. 
The perspective of filmic genes resorts to a series of debates in 1980s in film studies. 
After several decades during which the aesthetic were dissolved into the broader 
notions of symbolism, language, representation, mind and culture (See Smith, 2005; 
Tudor, 2000; Tuner, 2000), film studies experienced a rebirth of analyzing film as an 
aesthetic form. The key figure David Bordwell and his collaborator argue that the 
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interpretation-dominated criticism of cinema is not a place where total relativism or 
an infinite diversity of interpretation operates. Instead, meaning is constructed out 
of textual cues (a composition, a camera movement, a line of dialogue), and the 
problem with institutional critics is they "typically agree upon what textual cues are 
‘there，，even if they interpret the cues in differing ways." (Bordwell, 1989，p.3; also 
see King, 2000) As a result, "many of the film's nuances now go unremarked 
because the interpretive optic in force has virtually no way to register them." 
(Bordwell, 1989，p.260) In sum, Bordwell insists on the distinctness (and even 
primacy) of the perceptual and cognitive experience of cinema, as opposed to any 
meaning or moral we may take from them. His arguments forthrightly against 
critical approaches favoring interpretation, or hermeneutics approaches -
overwhelming dominant in semiotic theory - which deem the sole or main role of 
criticism to be the revelation of the meaning or "thesis" of a film. 
I use the term "filmic genes" also in light of a well-known yet somewhat out-dated 
theory of "cultural genes". It comes from the interaction of biology and the social 
sciences, and was first suggested by Richard Dawkins' coined term "meme" for a 
unit of human cultural evolution analogous to the gene. (Dawkins, 1976; Bennett, 
2003) Later, a gene-culture coevolution was proposed, in which "culture is 
generated and shaped by biological imperatives while biological traits are 
simultaneously altered by genetic evolution in response to cultural innovation." 
(Lumsden & Wilson, 1981，p. 1) Regarded as units of cultural evolution, memes, or 
cultural genes, help to explain the spread of ideas and cultural phenomena. Such 
genes evolve by natural selection through processes of variation, mutation, 
competition, and inheritance influencing an individual entity's reproductive success. 
This school of thought has been criticized for reducing cultural to the human brain. 
(Jeffery, 1982) In addition, scholars debate vociferously about whether these genes 
really do have a life of their own. One other related theory is about Evolutionary 
Stable Strategy, or ESS, according to which once the ratio of genes develops in a 
population, it may subsist for a long period if the environmental conditions do not 
change. (Smith & Price, 1973) In other words, there is an evolutionarily stable 
equilibrium among all types of genes, cultural genes as well. 
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In this project, I propose the term "filmic genes" to emphasis on the intrinsic 
properties of film texts, and to highlight the dynamics of the diversity of the gene 
pool under specific environmental conditions. 
Another problem with the theory of cultural genes, although not invalidate the 
usefulness of the concept, is the difficulty to precisely delineate the boundaries of a 
cultural gene. For memes Dawkins (1976) gives examples of tunes, catch-phrases, 
beliefs, clothing-fashions, and the technology of building arches, which have 
conceptually nothing in common. The same happens with filmic genes. However, 
I will still clarify it a bit more for better comprehension. 
The "filmic genes" can be seen as form and style, as well as plot settings, role design, 
sound and visual characteristics, all which can be discerned on the screen, engaged 
in perceptual and cognitive activity, thus capable of serving as the base for 
experience. Since systematically counting the genes in the Chinese pool is far 
beyond my capability, here I only suggest rough ways to detect the diversity, that is, 
the language of the film, country of the producer, production place, production year, 
cost of making, the genre, and so forth. These do not encompass any essentialist 
linkage with certain features of the film, but just present a possible imagery of the 
product, since the larger social and cultural grounds that constitute the production on 
various interactive layers, where national background and period of time are strong 
indices. Not for actual operationalization of the concept, these indicators never the 
less serve to better perceive the film items that appear in my empirical accounts in 
following chapters. 
In reclaiming the intrinsic, formal properties of the film text and foregrounding the 
shaping force from environing structures, the advantages of this term, besides its neat 
application to the case of cultural piracy, also lie in (1) helping us set aside the 
tension between elite/mass cultures, as aiming at an enlarged repertory and enlarged 
audiences' expectation and appreciation, the distinction between the high and the 
popular is transcended, and all films are treated and discussed within a same set of 
discourses, and (2) helping us go beyond the semiotic impasse, from the warring 
oppositions between the tradition of structuralist hermeneutics, and the tradition of 
analyzing subjective reading practice, ironically what John Fiske calls "The Double 
Focuses" (Fiske, 1989). It enables a fresh ground to launch our study. 
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In terms of "filmic gene pool", the diversity would be a blessed outgrowth of piracy 
or whatever tricky situations, not because more people watch "art films", but in that 
more people are into more types of films. Hollywood products are not evil per se, 
but the actual domination of "Hollywood's 
technolocrat-spectacle-entertainment-driven model" (Wang, 2006) is. Similarly, 
"made in Hollywood" needs clarification in that Hollywood independent films have 
every possibility to be a tribute to the variety of the cultural repertory. Also based 
on this frame of reference, although in North America, it is common to use "movie" 
to refer to "movie" run-of-the-mill, popular entertainment, and "film" to refer to new 
or unique or different, art-house cinema, in writing of this project, these two words 
are totally interchangeable. 
As aforementioned, the number of language spoken has been regarded as an 
indication of cultural diversity, the count of available filmic genes indicates the 
diversity of local film consumption in the cinema globalization. But it is worthwhile 
to crystallize that there are actually two dimensions for consumption diversity. 
Apart from the number of genes, the proportional popularity of each genes being 
consumed is also crucial to get the picture. Never the less, in this thesis I mainly 
focus on the first dimension, because for the Chinese case, the piracy market 
functions in a way that guarantees each existent product originates autonomously 
from significant popularity. 
Two Arguments and One Deduction 
The Argument for the Expanding Global Capital 
Now we go back again to the uneven global cultural flows of the "actually existing 
globalization", to view in terms of filmic gene pool the well-acknowledged fact of 
dominant flows from the world's or certain region's core to its peripheries, 
specifically the well-documented Hollywood's inroads into local areas. 
There are scholars on popular cinema that do analysis through a similar vein. An 
example is Todd Gitlin (2002) on Hollywood movies. He analyzes four major 
genres of the Hollywood (action movies, road movies, cartoons and physical 
comedies), and the supply and demand sides of American popular culture. What 
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the culture industry knows best, points Gitlin, is to imitate, vary and recombine 
formulas it has once found successful; thus the inertia of tested "products." And 
because of the economies of scale and the high cost of entry of the film business, "in 
the course of a century of successes ... Hollywood studios, have cultivated popular 
expectations for entertainment, expectations that have hardened into genres and 
formulas that are ignored by competitors at their financial peril." (p.24) Gitlin 
continues: 
With mass distribution and oligopoly there comes a standardization of form and 
style - a shrinkage in the cultural gene pool. The box office in the modem world is 
driven by Hollywood's (and the theater-owners') only passion~the maximization 
of market share. It is a tribute to the variety of human culture that the great 
repertory of the world's social relations, sentiments and activities continues to be 
replenished anyway, (p.33) 
His point can be considered as a connection between the theorizing of intrinsic, 
objective properties and the film industry situated in a social and economic structure. 
The giant corporations specialized in entertainment monopolize content production 
and distribution, value cinema as commodities according to how they "penetrate" 
markets, and "brand" a company as a reliable purveyor of similar commodities. All 
these practices led to the "lowest common denominator" over the globe. Gitlin 
alters the "most relentless of free market principles, Gresham's Law", into 
Gresham's Law of fun: "bad culture drives out the taste for the good." (p.30) 
Gresham's Law of fun operated globally, suggests Gitlin. Local industries can 
rarely compete with Hollywood. Small countries that make a handful of films a 
year are drowning in American movies, and young filmmakers in Europe and the 
Third World find it hard to make careers against the pressure of American imports. 
In consequence, Hollywood's premium style diminishes the cultural repertory of 
makers and audiences alike. The dominance, over time, "limits the spaces available 
for autonomous culture in the world". (Gitlin, 2002，p.21) 
Along with many other accounts, for example the illegitimate video viewing in 
Mexico (Garci'a-Canclini, 2005)，or the pirated disc consumption in Malaysia (Sardar, 
2005), it is feasible to formulate our first argument: the operation of monopolized 
cultural industries (e.g. Hollywood) in the neo-liberal globalization has a tendency to 
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shrink the world's filmic gene pool. Accordingly, the gene pool within a nation 
that has a totally open cultural market also suffers from the same shrinking tendency. 
The Argument for National Protectionism 
It is a bit ironic that UNESCO's Declaration on Cultural Diversity (2001) was bom 
out of the push by Canadian and other culture ministries, with the aim to limit the 
importation of print press and other cultural products. The motivation has been 
elaborated as to "foster cultural diversity". (Miller et al，2005, p.338) The "cultural 
diversity" used is not the same as what we define as the diversity of a certain filmic 
gene pool. As for the national policy-makers and the working group of the 
UNESCO, the recognition of trade exceptions for domestic policies is to ensure 
"cultural diversity" in a sense that on the global scale, the gene pool may remain in 
size, given that various parts of it remain intact thanks to the national protectionism. 
This statement, on the one hand, is problematic, as some scholars insist for an 
authentic (here meaning autonomous) cultural diversity, and that the individual must 
be able to tackle the multiplicity of cultural expressions. (For example, Mercier， 
2001) 
On the other hand, in terms of the filmic genes, what matters in point is the gene 
pool available to certain society, rather than to the globe. Therefore the effects 
national cultural protectionism causes upon its own people entail concentration. As 
already discussed, the manufacture of one national culture is a historical project 
attempted by ruling elites and governments. It is made possible through the 
imposition, on everybody living on a certain territory, of some dominant traditions, 
the eradication of all the others and the exclusion of external cultural contributions as 
if they are contagious viruses. Today's national cultural protectionism in media 
globalization goes consistent with this project. For the local people embedded 
within a national geographical boundary and within a strictly guarded mediascape 
(Appadurai, 1996)，the gene pool encompasses only the national cinema, a set of 
elite cultural goods. This goes more prominent for the nation-state imposing strong 
ideological control. Thereupon the second argument can be formulated as that 
under strict national cultural protectionism, the filmic gene pool of a nation has 
strictly limited diversity. 
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The Long Tail 
Let me borrow and converse with a model, The Long Tail, to illustrate what we get 
so far. In his best-selling book The Long Tail: Why the Future of Business is 
Selling Less of More, Chris Anderson (2006) renders the theory that our culture and 
economy is increasingly shifting away from a focus on a relatively small number of 
"hits" (mainstream products and markets) at the head of the demand curve and 
toward a huge number of niches in the tail. As the costs of production and 
distribution fall, especially online, there is now less need to lump products and 
consumers into one-size-fits-all containers. In an era without the constraints of 
physical shelf space and other bottlenecks of distribution, narrowly-targeted goods 
and services can be as economically attractive as mainstream fare. As Graph 1 
shows, the curve is created when charting popularity to inventory. The Long Tail is 
a potential market. As Anderson illustrates with the examples like Amazon and 
iTunes, the distribution and sales channel opportunities created by the Internet often 
enable business to tap that market successfully. In this thesis I will use The Long 
Tail model as a starting point to describe how film piracy market works. 
\ New Market 
'u \ Old Market 
Product 
GRAPH 1 The Long Tail 
Source: Anderson, 2006. 
Nation A with free market economy, where no piracy exists (and window strategies 
function perfectly), people's consuming habits have been shaped by the economics 
of Hollywood studios, creating a blockbuster culture: the selling of a narrow range of 
products to the biggest possible group of consumers. (Remember our previous 
discussion on Hollywood genes.) From a perspective of the national 
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import/distribution companies, the film industry stops at a certain commercial film 
(point X) with a reliable brand. In other words, they will leave out all other items 
of the inventory because they are not expected to be "profitable". (Graph 2) If 
Nation A is practicing cultural protectionism, the demand curve cannot be regularly 
drawn as such, since ideological filter for acceptable "indigenous" products and a 
minimum number of foreign imports (if any) are not subject to potential popularity. 
But the outcome in the actual marketplace is all the same limited options, thereby 
limited filmic genes. 
• t ^ I 
I \ a. \ o \ 
X Product 
GRAPH 2 Nation A 
The Theoretical Deduction for the Chinese Case 
Now we have the arguments respectively for the expanding of global capital in 
neo-liberal globalization, and for national protectionism, both indicating shrinkage of 
the gene pool available to the nation. As the review of existing literature suggests, 
the Chinese film piracy is seen as an outcome of the intricate interplay between the 
US-led global capital and the Chinese state. Well-documented, there has been a 
variety of contentions and comprises out of the interests of both giant players. The 
seeming mechanism is that on the table global capital fights the stubborn state for an 
ever more importation of their mass cultural goods, and meanwhile the state devotes 
itself to build up national cinema with the aid of limited foreign movies which 
activate domestic movie-going market. Off the table, out of pure interests the 
pirates copy foreign films to dissolve the boundary of national mediascape, which is 
described by some scholars as the ultimate triumph of the Hollywood. Situated in 
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the structural forces as such, the theoretical deduction ought to be that the film gene 
pool within China is by no means highly diversified. 
Research Questions 
Given the theorizing, the first question to broach up for the case study of Chinese 
film piracy consumption is: 
Research Question 1 
In reality, do the local Chinese witness a limited diversity in film consumption? 
If not, the second research question is coming up as: 
Research Question 2 
Why is the Chinese' film piracy consumption diverse, in opposition to the 
theoretical prediction? 
To respond to first question, a rich description of the local scenario, from the piracy 
market to the piracy consumers, is in dire need. As analyzed in the previous two 
chapters, such account not only fills a major gap in the literature, but also serves as 
the base for further theoretical scrutiny. As for a possible second question, 
promising approaches are (a) to investigate the structural contingencies from the 
local point of view (rather than that of the two macro players), and (b) to track the 
historical evolvement of the phenomenon in order to find the complex dynamics in 
operation. This project combines the exploratory, phenomenological，and 
explanatory research. In so doing, it aims for a multidimensional picture of media 
globalization that includes close attention to legally, culturally, politically 
marginalized or shielded local practices, on the basis of which it furthers to re-think 
the complex dynamics between the differing levels of actors, as well as other factors 
such as media technology. Although for the present no concrete suggestions would 
be given for actual practice, this study is to deliver an alternative account of things 




Toby Miller (2005) recently made a call for change in the existing agenda of media, 
communication, and cultural studies that has undervalued 
political-economic-sociological-anthropological approaches. In this stead, he 
warns to be on the alert for the “textual reductionism", but to integrate cultural labor, 
industry frameworks, audience experiences, and cultural policy in the research. 
This study tries to draw on the interdisciplinary approaches of political economy and 
audience studies. 
As Wang (2003) notes in her study on piracy distribution networks in Greater China, 
since piracy is closely related to crime organizations, one of the best ways to 
effectively yet safely collect information and arrive at meaningful and useful 
conclusions is through local contacts and observation. Given that systematic, 
quantitative methods cannot easily penetrate the phenomenon, I mainly use in-depth, 
qualitative methods, besides a careful library and archival research. The project, 
never the less, relies heavily on primary sources, such as government documents, 
press releases, public statements, and first-hand information obtained through 
personal interviews and field observation. 
In particular, the methodology applied includes ethnography and archive research. 
Ethnography, or "folk description", is a social research style that emphasizes 
encountering alien worlds and making sense of them. (Agar, 1986, p. 12) 
Ethnographers, assuming a learning role, set out to locate a particular slice of social 
action into something larger, into a whole way of life. Ethnography relies on all 
sorts of data from a variety of contexts. After disassembling data from the flow of 
everyday life, the researcher undertakes a corresponding work of reassembly, so that 
the interesting and relevant details are set back into the flow of experience on the 
small scale, the immediate setting of social interaction, and the large scale, which 
would be the larger available cultural repertoire. The working process is called the 
"ethnographic gaze". (Machin, 2002, p.3) My project is exactly to tackle the 
Chinese local piracy consumption in such manner. 
Data are gathered through: 
(1) Field Observation. The field includes both online and offline, where piracy 
consumption is observable. The long-run in-depth online ethnography studies 
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'interaction that occurs primarily through text among geographically dispersed 
people'. (Denzin, 2004) I have been tracking the cyber sites that concerns 
film-viewing for the over two years. As for the offline part, I spent extensive 
time in Mainland China, specifically Beijing, and have rich experience with 
counterfeit products, local vendors, and common folks regulating the spots in the 
past five years. 
(2) Personal Interviews. I interviewed around ten locals for their experience in 
piracy consumption. Some interviewers are approached as or through 
acquaintances, and others are total strangers met on the cine-sites of the Internet. 
The interviews were either conducted in person, on the phone, or through online 
conversation. Duration of the interviews changes, dependent on what the 
interviewee may share, and the quality of interaction. 
(3) A Variety of Print Press. It includes scholarly papers (not addressing the issue 
at hand yet revealing relevant traces of the phenomenon), popular readings like 
movie magazines, newspapers, and leisure books, and publications for a niche 
market such as writings on film theory. 
Apart from relying on ethnographical methods, I conduct historical research. 
Historical research has its central focus to grasp the flow of events (chronology) and 
to grasp what may have influenced that flow of events. (Clarke & Olesen, 1995) 
Data accordingly are oral histories from personal interviews, written biographies and 
memos from print publication, contemporaneous research data, mass media, 
documentary materials, and so on. All above are supported and framed by archival, 
legal, statistical data and research. 
To first deliver an explorative and phenomenal account of the Chinese piracy 
consumption, followed by an explanatory research against the existing theorization 
grid, generally speaking, what I aim for can be regarded as a grounded theory, via an 
inductive analytic approach which has its goal the development (rather than the 
verification) of a theory of the substantive phenomenon under examination. Focus 
of this approach is generally on the social processes which compose the phenomenon 
and how they articulate with one another. Analysis proceeds in tandem with data 
collection and initial theoretical framings are continuously modified so that they fit 
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the data, thereby elaborating, extending and deepening received theory. The 
analysts integrate the rich set of propositions generated during the process, into an 
adequately thorough framework which accounts for the phenomenon. (Clarke & 
Olesen, 1995) In the course of writing, I organize the data in a way that renders a 
better flow for presentation. 
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Chapter Three: A Re-Examination of Chinese Film Piracy 
Market 
There are numerous accounts to deliver the "truth" of this grey territory, and less in 
number, analyses that have underlying assumptions of it, but while under close 
scrutiny, the pictures are distorted in various directions. In this chapter I will 
re-examine the Chinese Film Piracy market through updated observation. In 
particular, I will identify four kinds of popular understandings of the Chinese film 
piracy and try to make respective corrections. These imprecise understandings may 
result in unbalanced emphasis of facts, holes in calculation, lack of updated 
information, or simply rush generalization of what is going on. In separate, or 
combined together, they render highly skewed pictures of the local consumption of 
the Chinese film piracy, and this could mislead us from the crux of the phenomenon. 
The Myth of Market Access 
IIP A member association base estimates of losses to piracy on a "displaced sales 
methodology". For pirated movie DVDs in China, IIPA essentially consider all 
pirated copies sold as "displaced sales", that is, each copy sold by pirates would have 
been a legitimate copy sold but for the availability of pirated copies. There we can 
better understand the craving of US-based global media corporations to open up the 
Chinese film market, because that means more pirated copies sold have their 
legitimate equivalent. This also explains why the current revenue loss in China due 
to piracy is remotely inconsiderable compared to its striking piracy level. Given all 
these, a myth of market access is popular in reports and proposals. However, it is 
rather doubtful that every disk sold by pirates in China would have been a legitimate 
sale at list price - typically several times higher than the price of the pirated product. 
The following observation is illustrating. Recently MP A and China Film Copyright 
Protection Association (CFCPA) announced a new anti-piracy campaign, with the 
support of Amazon.com's China operation, www.amazon.cn (a.k.a. www.joyo.com). 
Now we will examine the selling records of this largest online vendor for books, 
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music, and videos in China (MPA, 2007), hoping to get a picture of Chinese people 
purchasing original physical film products. 
TABLE 3 Annual 100 Best Selling Videos at Amazon.cn 
Movies Top 50 Top 51-100 
Hollywood, copyright required 5 13 
Hollywood, copyright not required # 8 1 
Chinese 10 13 
Hong Kong 8 8 
Others * 6 5 
Total 37 40 
Price 10 RMB or less ~25 ^ 
Price from 10 to 20 RMB 11 6 
Price 20 RMB or more 1 6 
Sources: calculated and compiled from the Annual Best-selling List under the Video Sector, 
amazon.cn -
http://www.amazon.cn/rank/rank.asp?uid=l 68-7302313-6556256&nodeid=53085&paihangtype=year 
&Go2.x=15&Go2.y=ll. 10 Dec, 2007 
# DVDs belong to this category are of very old movies, usually dating back to the middle of last 
century or earlier. It seems no copyright fulfillment applicable to them, at least for now. 
* Others include films made in Japan, South Korean, and Europe. 
Among the 100 best-selling videos, movies take up 77. Out of these 77，original 
DVDs of Hollywood movies that produced within 20 years are only 18, with 5 in the 
top 50. Early Hollywood films, e.g. Gone with the Wind (1939), or full collection 
of Hitchcock's works, sell well, but it is an ambiguous category with no business of 
copyright involved, at least for the time being. Such videos are officially marked 
with the name of plants and distributing institution, with not very refined quality. 
Original DVDs of Chinese and Hong Kong films account for a large proportion, over 
50% of the Top 100 list. The hinge here is the price. Of all 77 items, 53 (69%) is 
priced below 10 RMB (1.3 US dollars), and within the Top 50，only one item costs 
more than 20 RMB. Given that a pirated DVD sells for 6 to 10 RMB, one can see 
the major competitiveness of these best selling original videos: low price that can 
even beat the counterfeit. On the other hand, examining in the Top 100 the 
Hollywood recent movies, one can find them take up all that charged over lORMB, 
especially over 20RMB. As a matter of fact, many Hollywood items sell for much 
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higher, usually ranging from half of to over a hundred RMB，but they have never 
been hot enough to enter the list. 
Above suggests (a) the myth of market access, together with IIPA's "sales 
displacement methodology", is very flawed，and thus it is not convincing to attribute 
the US revenue losses very much to the Chinese State control over its film market; 
and (b) some scholars' (Priest, 2006，for example) claim that piracy economically 
decimated the Chinese film industry needs further proof. With much lower cost 
over every procedure during film production and distribution, the Chinese (and 
perhaps Hong Kong) movie industry learns and acts fast to adjust the price of 
original DVDs to the level competitive even in the pirated market. Actually street 
shops put authorized DVDs of Chinese and Hong Kong movies on the shelf, right 
beside the pirated DVDs of overseas production. 
State Censorship Overlooked 
While some ignoring the irreducible price distance between Hollywood authorized 
DVDs and their pirated counterpart, others overlook the fact that the Chinese 
government censoring imported products severely. Priest (2006), for example, 
concludes the key to defeat piracy rests upon the economic terms. His proposed 
policy direction is managing to lower the legitimate price, based on which he hopes 
for a revival of legitimate market that ensures cultural enrichment of China's 
domestic film industry. 
To overlook the State censorship leads to two types of further negligence. First is 
about the selection and the limited import quota. China Film Corporation has been 
extremely selective in the films imports. For theatre exhibition, the State sticks to 
the quota of 20 movies per year in spite of the ever increasing pressure after China's 
WTO accession. This means that on most occasions the Chinese audience can see 
only the pirated versions of foreign movies. But many researchers do not fully 
recognize this fact. Perhaps it is because the international media organizations tend 
to focus on how damaging the piracy is to their legitimate goods (which need to be in 
China in the first place.) 
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The second type of negligence is the "government's cut" of imported movies. The 
first well-known case is Titanic (1997). As the film was released over a year later 
in China, domestic audience somehow got to know that shots had been cut because 
of nudity. In the past decade, public awareness accrues and becomes sarcastically 
sharp about changes the government made to imported foreign movies either for sex 
and violence, or political reasons, or even unreasonable oversensitivity. Such 
versions are called "castrated version" by the Chinese people. On the other hand, 
since the signing of the Closer Economic Partnership Agreement (CEPA) between 
the mainland and Hong Kong in 2003, Hong Kong producers have openly designated 
the mainland as their primary market, significantly altering their production and 
distribution strategies. One of the strategic alterations is to produce a separate 
version of the story for the Mainland market, which has different editing and usually 
a different ending. This version makes peace with the government ideology, and is 
called "harmonized version" by the savvy mainland audience. The Chinese 
people's media literacy of 'how is a castrated / harmonized version made?" result 
largely from the pirated sources, and the prevailing Internet in recent years. 
Two points are demonstrated. One, blueprints to improve the rampancy of Chinese 
pirated films mainly upon economical terrain are half-blind. Neither is anywhere 
near the reality the promise of cultural enrichment after piracy has been eliminated. 
Secondly, the Chinese piracy is not just cheaper replacement of their legal 
counterparts, as most scholars assume. The "government's cut" situation is even 
shockingly overlooked. More often than not, piracy offers the only chance for the 
Chinese audience to access the original content. 
The First-Release Obsession 
Wang (2003) and Wang and Zhu (2003) make interesting analysis of the damaging 
impact of piracy to global film distribution. He points out that the control over 
distribution necessarily means control of the time, space, speed, which is critical to 
the survival, if not success, of any film industry. Long practiced by Hollywood, the 
windowing strategies (of sequencing films through different exhibition outlets and 
price differentiation approaches) have proved to be ineffective in the face of film 
piracy. While Wang's argument is theoretically insightful, his disproportional 
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focus on the movies' first-release and its pirated rival leads to a skewed picture of 
the Chinese piracy market. 
Wang (2003) laboriously compiled piracy route maps (p.8，p.86) to show how 
swiftly the counterfeit pops up in China, nearly hand in hand with the world 
premiere. Indeed the piracy is able to undermine the copyright industries' critical 
need to command space and control time, and such findings add to the 
temporal-spatial fascination in globalization theories. In addition, it goes consistent 
with transnational regimes' proposals, for example, IIPA (2007) urging China to 
"enhance pre-release administrative enforcement for motion pictures". However, 
such emphasis seems result from instrumental pursuit, or the lack of field 
observation in today's China. 
The obsession with "first-release versus piracy" unjustifiably assumes the Chinese 
audience at large is rather needy for the first taste of global materials, and the piracy 
market at large consists of such "race winner" products. The reality is not the case 
at all. "Gunned version" (literal translation of qiangban in Chinese), namely a 
'cinema version' of DVDs, shot with a camcorder in the cinema, is the remotest to 
dominate the Chinese piracy market. Actually local vendors honestly help 
recurring customers to avoid gunned version of movies. The majority of physical 
film piracy is illegal products made from authorized DVDs. They may be copies of 
a single regional version^ but more often than not, they are painstaking, thoughtful 
combination of several regional versions. Hong Kong film critic Ka Ming wrote 
about his recent experience in Beijing piracy shops at his Hong Kong newspaper 
column: "Mainstream, alternative, new and old, all on the shelf, makes you really 
feel at home." (Ka, 2007) 
More admirable, is the re-creation of 'DVD authoring' by the underground 
manufacturers, which is a unique "dream version". What does this mean? 
Institutions like DVDBeaver.com compare different DVD versions and rate them. 
Take the instance of Picnic at Hanging Rock, a beautiful and mysterious work by 
Australian director Peter Weir in 1975. Experts of DVDBeaver.com tell you the 
7 MPAA and DVD Copy Control Association (DVD CCA) police and classify regional DVD zones 
to prevent foreign DVD markets from stepping out of line. 
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version of US Criterion Collection distinguishes in terms of visual quality, 
whereas for bonus features, the best version is by Australian Umbrella 
Entertainment. Now what you found in DVD stores in your motherland? A 
combined version of Criterion and Umbrella. The back cover marks: 'CC + New 
Australian 4 + Full Special Features'.* Yes, the 'domestic version' includes 
essence from each single version. In addition, it breaks the television system 
(CC version belongs to NTSC, Australian to PAL), as well as the DVD regional 
zone codes. 
Another interesting case I saw is A Brighter Summer Day (1991) by Edward Yang. 
As Yang passed away some while ago, many found his works very hard to find. 
This time [in Beijing piracy shops] I saw the Japanese version of Mahjong (1996) 
(Hong Kong has only Creative Workshop's VCD version many year ago) and a 
"DIY" DVD version of A Brighter Summer Day. Since Summer Day has no 
original DVD to copy, underground workers found the Laser Disc version to 
digitalize. Then they divided it into chapters, and added up a DVD menu -
though the menu design seems a little crude, its cover design is very professional. 
They even added the theme of Once Upon A Time in America as the background 
music. What cater to the customers the most is the OST they include, which has 
long been vanished in the legitimate market. 
* CC means Criterion Collection. Australian 4 refers to the version with regional 
code 4，distributed exclusively in Australia. 
As Ka Ming's snapshot illustrates, the DVD film piracy market in China offers much 
diversified products. Besides the gunned version that scholars tend to concentrate 
on, there are high-quality collector's choice with combined special features, and 
multiple subtitles. And since original sources as such need time to release, 
naturally movies sold in the piracy market are impossibly newly exhibited ones. In 
existing literature, the almost exclusive concentration upon pirated Hollywood works 
worsens the bias as well. Instead, every new DVD version of vintage films released 
somewhere on the globe is a celebrated event in China, in that a pirated product is 
upcoming shortly. One can find here Expressionist works in 1920s Germany, 
forgotten film noir in 1950s France, and Japanese art cinema in 1940s. The local 
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vendors are willing to find for you peculiar version of a certain cult movie, as s/he 
knows it is in the recent piracy schedule. 
In sum, arguments relying on the assumption that the Chinese people care about 
nothing but to taste a newly released Hollywood blockbuster lead to a very 
prejudiced picture of the Chinese piracy. It understates the sophistication of the 
movie tastes in the Chinese (movie-going / piracy-watching) public, and further 
blinds us from seeing profound implications of the phenomenon. 
An Internet Take-over? 
An ever focused issue now, out of question, is the development of the Internet and 
that of piracy. China, again, stands at the heart of this pulse. 
IIPA (2008) reports the Internet piracy in China 'has become a major impediment to 
the legitimate digital marketplace', and 'securing proper enforcement against 
Internet piracy is one of IIPA's top global priorities.' Internet piracy is progressively 
worsening as the number of Internet users and broadband penetration increases in the 
country. China has become one of the world's largest potential markets in terms of 
Internet and mobile delivery. The total number of netizens in China had reached 
0.21 billion at the end of December 31, 2007. It's the second only to the USA with 
a gap of 5 million users. It is estimated that China will become the largest country 
with scale of netizens in initial of 2008. (CNNIC, 2008) With more people enjoy 
high speed and stable connection, the growth of Internet piracy is rapid. True that 
now hundreds of websites emanating from China offer streams, downloads or links 
to unauthorized files of copyright materials, and it is valid to view the Internet as a 
new medium for the distribution of pirated works，as numerous reports by 
transnational regimes, and scholarly works that ever mention the Internet do. 
However, here I contend to simply treat the Chinese piracy as in the "intersection" of 
the long-existing physical and the emerging Internet form begs the question, since 
close scrutiny of the pirated content renders the situation capable of further analysis; 
Predictions like internet piracy threatens to overtake physical piracy in value of 
goods "stolen" (Priest, 2005) is farther from precise. My point is, there are certain 
dynamics between the hard goods piracy and the Internet downloading in China, and 
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physical piracy will not be overtaken in the foreseeable future. Contents from the 
Internet is restricted by the technology its visual quality and completeness. It is 
difficult to find periphery features such as director's interviews that go in consistent 
format with the movie file. In addition, the Chinese audience needs translated 
subtitles to watch foreign movies, whereas the quality of subtitles is not guaranteed 
from the Internet offerings. 
As a result, the Internet piracy meets essentially the low standards of the gunned 
version latest blockbusters. Evidently, IIPA (2007, 2008) reports that increasingly 
prereleases have been found to be distributed online from servers located in China, 
even before worldwide legitimate release. Therefore a deeper understanding of the 
situation would be that Internet piracy mainly transfers away the consumption of 
gunned versioned DVD piracy, and probably creates a population of users from 
nowhere (previously not buying pirated DVDs either) since it is totally free of charge. 
Meanwhile, as already discussed, gunned versions are only a small proportion of the 
total physical piracy market, and the market has been and will be sustained well and 
sound by the mainstream customers who habitually collect DVDs whose quality and 
offerings are beyond the Internet's reach. Then the fact that Chinese DVD piracy 
remains "barbarous" while the Internet piracy grows rapidly can be explained. 
(Another contributor is that the product piracy network is not entirely coincident 
with that of the Internet; more discussion later) 
Summary 
A categorization of pirated DVDs in the Chinese market can serve as a helpful guide 
as well as a summary of previous discussion. (Table 2) I categorize physical piracy 
of foreign movies into eight types, first five with the movie legally imported, either 
using the theatre quota, or only in form of authorized DVDs, or both. For the rest 
three types, the movie has not been legally imported in any form, which means all 
DVDs in China are piracy. For legally imported movies, it is possible the 
government censoring process makes a difference, namely either some cuts have 
been conduct, or a re-edition, or even the scripts have been changed in order to reach 
the domestic audience. I specified the pirated form for each type of piracy, and 
outlined the advantages and disadvantages in buying the pirated DVDs instead of the 
legal consumption. 
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Table 4 Categorization of Pirated Foreign Film DVDs in the Chinese market * 
Legally Censored In Authorized Pirated form Advantages Disadvantages 
imported and cut theatre DVD 
" ^ " y Y Y Y Copied, or Full content; None 
Combined version Bonus features; 
Lower prices 
B Y N Y Y Copied, or Bonus features; None 
‘ Combined version Lower price 
C Y Y Y N Gunned version # Faster; Low visual quality; 
Much lower price八； Bad or no subtitles 
Original content 
D Y N Y N Gunned version Faster; Low visual quality; 
Much lower price Bad or no subtitles 
‘ E Y N N Y Copied, or Bonus features; None 
Combined version Lower price 
F N n.a. Y N Gunned version n.a. n.a. 
G N n.a. Y Y Copied, or n.a. n.a. 
Combined version 
I 
H N n.a. N Y Copied, or n.a. n.a. 
Combined version 
, * For type A, B, C, D and E where the movie is legally imported for theatre exhibition and/or home 
i 
video (DVD format), in theatre means the movie's been screened in theatres of China. For type F, G 
and H where the movie has not been imported by the Chinese government in any form, in theatre 
‘ means it has been shown in overseas theatres. 
# Gunned version refers to a ‘cinema version' of DVDs, those shot with a camcorder in the cinema. 
A The piracy (usually 6 to 10 RMB, namely around 1 US dollars) has lower price than the legal DVD, 
！ and much lower price than theatre tickets, ranging from 30 to 80 RMB (4 to 11 US dollars). 
Back to the first flawed assumption, the Myth of Market Access, irreducible price 
‘ distance is largely ignored, and the limited market revenue is attributed mainly to the 
State denial of F，G, and H. Meanwhile in the State Censorship Overlooked, the 
view field is confined to B, D and E, aiming to eliminate piracy all on economic 
terms. The First-Release Obsession in turn, focuses on basically type C and D as the 
Chinese film piracy market. The actuality is, in Chinese film piracy market, type A, 
B, G and H dominate overwhelmingly, and considering the possible number of films 
involved in each type, the majority of absolute amount of pirated DVDs would fall 
； under type G and H. As for the problematic Internet Take-Cher thesis，it is easy to 






goods market is sustained by a great lot of collectors pursuing type A，B，E-H that 
are beyond the Internet's capability. 
We can see from the table the complex set of pirated works with specific 
characteristics. Also we see that film piracy in favor of the Chinese has reasons far 
more profound than what most popular arguments realized. So far we have 
corrected a series of skewed pictures of Chinese film piracy market, step one to 
approach a pivotal inquiry. 
Because of the absence of state regulation, informal transactions are commonly 
portrayed as the play of pure market forces (Portes & Haller，2005，p.406). The 
film piracy market is more so given its extremely low cost of entrance. In this 
sense, the black market accurately reflects the popular tastes of today's Chinese 
moviegoers. The highly diversified film piracy market in China, largely out of 
sight to scholars, results from efficient accommodation to the demand of customers. 
It is like a mirror of that mysterious population. Having walked through types of 
dense refractors, now we look into the face of the mirror, wondering what have been 
going on with the subject on the other side. 
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Chapter Four: In Search of the "Invisible，， 
Audience/Viewers 
As the globalist/virtualists push eagerly for a new economy of virtual space, and 
the nationalists call for a national electronic self-sufficiency, the practitioners of 
recycling keep working away in the invisible markets of India. 
—Ravi Simdaram (2005, p.46) 
What Sundaram elegantly depicts in his study on illegal recycling of computer spares 
and softwares in India resembles greatly what is happening in China. Globalization 
discourses in the official public space have tended to focus on the state and its 
regulatory regime as a major reference point. Around the accession of WTO and 
compromise made to the film import quota, debates have been all set on the 
government policy and the future of national cinema. (See for example Dai, 2000， 
2002; Feng, 2006) While neo-liberal critics of the old regime of state-centred 
accumulation have pushed for a dismantling of state controls, critics from both the 
right and the left have tended to defend a nationalist economic model which would 
retain regulatory controls. (Also see Chapter 1) The profound transformations that 
were taking place in daily life in cities and towns have been astonishingly missed 
out. 
The "Official" Audience 
China's 2007 national box office, 3.33 billion RMB, or 261 million US dollars, hits 
the new record. The annual revenue has been increasing by 25% per year for five 
running years, and this is the fifth year that domestic films have topped foreign films, 
or that 'China cinema recovers lost ground' as the media call it. (Wang, 2008) 
However, it is well-acknowledged the triumph attributes to 'implicit and explicit 
patron by the government policy'. (Yin & Zhan，2007; CFA, 2007) 
‘Blue Book of China's Media,，a reputational yearly series contributed by the 
country's active researchers in charge of different sector, releases a concise chapter 
on 2006 China film industry covering annual statistics and trends on production and 
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distribution. The scent of the audience can only be traced in the box office results. 
o 
There is no calculation of the national movie-going head-counts, only that of two 
cinema circuits in Beijing. The researchers conclude according to three-year 
comparisons that the first circuit profits by raising the ticket price (attendance 
basically remains), and the second by lowering the price (attendance increases more). 
(Yin & Zhan，2007) With no more statistical information on these or other factors, 
we can hardly deduce anything about the lively movie-goers. 
Another reputational annual report, an entire bulk on Chinese film industry by the 
Centre for Industrial Studies of China Film Association (CFA), marks a new era in 
film market research of contemporary China. Their results may be the most 
detailed, systemic one of the largest-scale. Wide connections and in-depth survey are 
openly claimed to be CPA's strength over ‘Blue Book of China's Media' reports. 
Following the 2004 survey in five major cities using questionnaires, in 2005 they 
expanded the scope to eight cities and re-designed the questions. In 2006 as the 
latest round of survey, they went back to the major five, Beijing, Shanghai, 
Guangzhou, Chengdu, and Shenyang, each representing a typical type of urban 
landscape. From early December 2005 to the end of February, 2006, the New Year 
Season, 1,000 questionnaires (998 returned) were disseminated in 27 theatres that 
belongs to nine cinema circuits of these five cities. Then from July to September， 
2006，another 1,000 questionnaires (996 returned) were distributed in the same 
method. The nearly 100-page report coverage ranges from audience composition 
and preferences to the analyses on ‘major movie' consumption pattern, and analyses 
on individual box office hits in order to find more about their attractions respectively. 
The results indicate, according to CFA, the rise of an enormous white-collar class, 
and this group, young urban workers that embrace consumerism, constitutes the 
main part of film consumption. To them movies are 'entertaining commodities', 
and they go to movies for relaxation from everyday work pressure. Also, to most 
of them, aspects like characters, narratives or themes per se are never the appeal, but 
instead, they just seek entertainment in the activity. Given such findings, the 
8 The latest report of ‘Blue Book of China's Media' was released in April 2008. Yet I am unable to 
get the book while writing this thesis. According to online news, the issue reports national 
movie-going head-counts is over 100 millions in the past 2007. see: 
http://www.gcyouthworld.netyforum/viewthread.php?tid= 13467 
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already market-oriented Research Report advises the industry to position itself more 
in a market model, and to realize films as entertaining commodities is all-important 
to triumph (economically).^ (CFA, 2007) 
The vital problem with this research is that, put it briefly，suggestions for the 
country's film industry are bold enough to rely on information and opinions of 
people already ‘at the movies', plus in the most metropolitan areas. The ticket price 
keeps rising. In 2005 the national average is over 27 RMB (around 4 USD), which 
equals to 1/50 of China's per capita income (PCI), while South Korea and most 
developed countries the proportion is only between 1/200 to 1/150. (Zhao, 2007) 
Compared to the US national average price at 6.41 dollars, ticket price in Chinese 
big cities has nearly reached 40 RMB (5.8 USD), and in grand multiplex already 
over 60 RMB (sometimes up to 80 RMB). Indeed, 'Going to movies is far from a 
real mass consumption in China, but rather an aristocrat one.' (Yin & Zhan，2007, 
p.286) With no statistics on individual frequency, the actual size of Chinese 
movie-goers remains unknown, but it is reasonable to assume it be quite small in 
contrast to the entire population of 1.3 billion plus. 
With the aim to help the government and business master the development in the 
China Internet and to make decisions accordingly, which is similar to CPA's in film 
industry, the CNNIC statistical survey reports never forget first-hand data from the 
9 In spite of the laborious descriptions and comments on the gathered data, the research design is 
problematic in many ways. Among the less vital ones, how the two exhibition seasons were dealt 
with serves as an example of how dubious any inference from the data can be. Gathering data from 
the same social space of the same amount, only at different times, rather than a longitudinal design so 
ready at hand, the research failed to use the same questionnaire. They arbitrarily believed there are 
different social groups attend the New Year Season and the Summer Season respectively, and 
therefore altered the question set to better 'suit' the imagined group characteristics. Now we have 
the New Year Season sample (viewed mainly in terms of educational level and hence financial 
conditions) of one demographic typology, and the Summer Season sample of another (viewed mainly 
in terms of marriage status and family history). Even the age group delimitation in the two 
questionnaires is different. Although the research interprets the data much to a further degree, based 
on the existent data we can still find very compatible assuming the two samples basically of the same 
social composition. In sum, many provocative chances were lost at the second a questionnaire was 
handed to a folk at the movies. 
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rural area and those do not have Internet access due to various reasons. Then what 
about the Chinese population that is basically away from the cinema houses? As 
Jinfang Feng (2006, p. 12) points out, to investigate the relation between potential 
movie-goers and the actual one, the following questions must be answered: Who are 
those going to the cinema? Why are they going? What do they see? Then why 
are those potential goers not going? Are they still watching movies? Through 
what channels? What do they see? 
Feng renders in her dissertation an admirably rich account, chronically tracing the 
relationship between the national cinema and its attending audience, in order to 
approach the crux of the industry through a perspective of its audience (in history, 
the concept of 'audience' has been notoriously distorted in the eye of the Chinese 
cinema, due to its political environment. See Feng, 2006). First of all, in 
examination of the contemporary situation, Feng justly makes a conclusion: 
domestic audience has severely separated from the national cinema. The 'audience' 
she uses here refers to 'movie-goers and non movie-goers as well, but [the separation 
is] most salient in movie-goers, since after all, one cannot be audience unless one 
sees a film.' (Feng, 2006, p. 12) By drawing such logic line, Feng mixes up (1) the 
movie-going activity and other possible ways to see a film, and (2) national cinema 
and foreign cinema, or even underground domestic productions. What she terribly 
ignores is the untold faces of a unknown population who do not attend movie 
theatres but do see movies, who see movies of wildest range, know what is going on 
in the world cinema, and closely watch the national cinema functioning. Evidently, 
her argument that ‘in the development of the [national] film industry, the role of non 
movie-goers is far less than that of movie-goers' pales. 
Chinese Film Audiences Re-Captured 
What we have in mainland China roughly four types of people. (Graph 3) In the 
big square representing the national population, one circle embodies the habitual 
movie-goer, the other circle those who see films mainly through channels other than 
theatre exhibition. Of course the boundaries are not very strict, since there is no 
consensus in how to define a 'habitual moviegoer'. But first let us make a rough 
calculation on the likely order of magnitude of current Chinese moviegoers. Based 
on the 2006 average ticket price (27.05-27.87 RMB), the total box office (2.62 
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billion RMB), and the country's population (1.3 billion), it can be coarsely estimated 
the yearly attendance is less than 100 million and the average cinema attendance for 
one Chinese per year is around 0.07 time.'® In contrast, the official statistics show a 
South Korean go to movies for 2.5 times a year (Seoularian 4.3 times), and 
American for 5 times in average. (Zhao, 2007) If we set a really basic criteria to 
define habitual moviegoers in China as those who attend theatre exhibition for, say， 
at least five times a year, it is easy to see they will not account for more than a 
couple of percent of the national population. 
On the other hand, those who watch the same number of movies per year through 
other channels are likely to be of a much more enormous amount. The ‘other， 
channels can only be on video, television and the Internet. Here, a little more on 
the first two channels: Except for the specialized colleges such as Beijing Film 
Academy, no public or university libraries in China have wide collection of video 
materials. The only ways to access film videos are buying and renting them at 
street vendors or community stores, no copyright guaranteed. Our discussion in the 
previous chapter introduces the variety and proportion of hard good piracy in 
Chinese film market. The scale has been gigantic; back in 2000，it was estimated 
for pirates sold 25 million copies of Titanic whereas only 300,000 legitimate copies 
sold. (Smith, 2000) CCTV 8，or the television drama channel of the China Central 
Television Network, is the main channel to watch films for mainland audience, but 
the programs on air are usually old, and of very limited choices due to ideological 
and economic considerations by this 'sub-ministry' of the central government. 
Perhaps another way is attending small screenings at avant-garde bars and coffee 
houses, yet we have every reason to assume, for the particular artistic orientation of 
such activities, a legitimate copy of a commercial flick (typical legal videos in 
Mainland China) will not be favored. 
� A market research in 2007 said the average number of cinema visits per person in China was 
currently 0.14 times a year. (Screen Digest, 2007) But we do not know how it gets here. 
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GRAPH 3 Types of Film Audience / Viewers in China 
To avoid misunderstanding, I leave behind the blurred concept 'audience' and use 
'moviegoers' and 'movie-viewers' instead. Thus we have the typology composed 
of the square, a small circle (habitual moviegoers), and a relatively large one 
(habitual mo vie-viewers). Type I are those whose life has no special place for 
movies, those who do not see movies either in theatres or on videos (or television). 
Type II are people that prefer to sit in the big darkness and watch the big screen, 
people who on the whole do not touch videos. Type III are the overlapping part of 
the two circle, which refers to those frequent movie houses and watch videos quite 
often. At last, Type IV, movies in whose life basically appear on television and 
computer screens. As my previous discussion indicates, in Mainland China Type 
III and IV are overwhelming in quantity. They play a profound role in the future of 
Chinese cinema and potential revenue of the film industry at large. However, in 
formal and official reports they have been ever in absence. (The CFA report gives 
proposition relying simply on the richest group within Type I/II.) 
In sociological terms, the movie audience is an 'unstructured group.' (Jarvie, 1998; 
Allen & Gomery，1985) That is, unlike more formalized social groups (political 
parties, religious denominations, college fraternities) the unstructured group has ‘no 
social organization, no body of custom and tradition, no established set of rules or 
rituals, no organized group of sentiments, no structure of status roles, and no 
established leadership.' (Herbert Blumer, quoted from Allen & Gomery, 1985, p. 156) 
Hence the 'audience' for movies in any sociological or historical sense is really only 
an abstraction generated by the researcher, since the unstructured group that we refer 
to as the movie audience is constantly being constituted, dissolved, and reconstituted 
with each film-going experience. (Allen & Gomery，1985) Now the task becomes 
more elusive when comes to piracy viewers. 
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Just like piracy being called informal economy, invisible economy, hidden economy, 
shadow economy, underground economy, etc. (Feige，1989), the gigantic piracy 
viewers in point are informal, invisible, hidden, shadow, underground in a similar 
vein. And just like, strictly speaking in a cultural and economic sense, those 
economic phenomena are never as categorically so, Chinese piracy viewers are only 
invisible in formal and official discourse, and perhaps research discourse as the 
former's extension. Unfortunately albeit just as naturally, piracy viewers are like 
film piracy, belonging to the 'unobserved sector，，inaccessible for any direct, 
systemic empirical inquiry. The only consolation is its massive magnitude, which 
makes the problem a bit easier than furtive transactions. I will try to approach this 
'invisible', 'unstructured group' indirectly, in a historical manner, by examining 
contemporaneous accounts of film watching in various sources and then-gathered 
(semi-)research data. Before snapshots that provide some hints of the large group 
always in absence, here is a little background knowledge to help better understand 
them: 
In 1978, in light of this new spirit of opening-up and market liberalization, China 
Film began to build initial contacts with the outside world. In 1979，China's total 
movie attendance was 29.3 billion, which meant that on average each Chinese citizen 
went to the movies 28 times a year. (The year 1979 is an exceptional case. Why it 
turned out to be such a cinema pageant owes to a series of social and cultural 
features at that particular time. See Feng, 2006; Xu, 1998) MPAA businessmen 
in the United States may be stunned by this cinema's unprecedented popularity and 
the huge movie-going population in China. As Chinese delegation went to the U.S. 
in 1980 and expressed its willingness to import U.S. films to China, MPAA insisted 
on importing films through a uniform revenue-sharing formula. However, Chinese 
cinema was not yet ready for such import/distribution model. Cinema in China was 
still officially positioned as a state-funded cultural institution, aimed essentially at 
national cohesion and ideological unification. It was subsidized as a major 
employee benefit from state enterprises through group ticket purchasing. (Wang, 
2006) This is anything but close to how U.S. film sector operated for profit as a 
commercial industry does. The box office income in China was insignificant, and 
moreover, at that time China still had a closed currency policy, both essentially 
rendering revenue-sharing implausible. Of course the ideological messages borne 
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in U.S. films were a big concern for Chinese government that just adopted an 
open-door policy. 
As a result, China Film Corporation chose to buy films through flat sales. From 
1977 to 1980, the countries of origin show a clear change in the general ideological 
disposition of film import. (Table 5) Note that the small number of U.S. films that 
China Film brought to the Chinese audience were mostly low-budget U.S. 
independent productions from small distributors 一 films that were fairly dated (up to 
ten years old) and certainly not among the first-rate U.S. productions. This trend 
continued over the 1980s, into the early 1990s，when China Film Corporation bought 
an average of ten films annually from U.S. independents outright 一 about one third 
of China's total imported titles 一 at an incredibly low price of around $30,000 each. 
(For a well-accounted history of Hollywood-China interplay, see Wang, 2006) 
As television gained mass popularity in China in the mid-1980s, cinema lost its 
ground as the primary format of social recreation enjoyed by the general public. This, 
plus the institutional ills of the film sector, brought about a steady erosion of movie 
attendance. This trend came to a point of crisis by the early 1990s. In 1992, movie 
attendance in the country hit a historical low of 10.5 billion (Zhen Ni, quoted from 
Wang, 2006，p.36). In the first half year alone, the net loss for the Chinese film 
market reached 70 million RMB (8.45 million USD). (Wang, 2006) 
In subsequent year, Ministry of Radio, Film & Television (MRFT, renamed in 1998 
as SARFT, State Administration of Radio, Film & Television) ordered a large-scale 
structural overhaul of the Chinese film industry. This overhaul included taking away 
both China Film's long-standing national monopoly over the distribution of domestic 
films at home and its monopoly over film export, while retaining its state import 
monopoly. In January 1994，MRFT announced the ground-breaking decision to 
delegate China Film to importing ten "excellent" foreign films that 'basically reflect 
the finest global cultural achievements and represent the latest artistic and 
technological accomplishments in contemporary world cinema.' (Tian, 1994, p.l) 
The import and distribution of The Fugitive in China at the end of the year marked 
Hollywood's re-entrance to the Chinese market after a 45-year absence. Since then, 
Hollywood majors have strived to take the maximum out of this vast, largely 
untapped and potentially lucrative market. Meanwhile, China Film actively 
49 
approached Hong Kong entertainment players. Film import started to be on a 
revenue-sharing basis. All these transform the landscape of the Chinese film 
market. 
Table 5 Films Imported to China 
J977 Tm IW9 IMO 
Hong Kong 1 7 2 
Soviet Union 10 5 1 
North Korea 3 6 4 6 
Yugoslavia 3 2 5 




United Kingdom 1 3 3 
France 1 3 7 
United States 4 8 
Japan 3 5 5 
Germany 1 
Mexico 3 3 
Australia 4 
India 2 1 
Pakistan 1 
Egypt 4 
Total 17 30 ^ 47 
Sources: Xu, 1998. 
Not long after, in 1995, the annual statistics of IIP A 'Special 301' Reports have been 
attended to Chinese film piracy. The level of piracy then was astonishingly 100% 
(see Table 1). Then we come back to the story that introduces my research project. 
The U.S. keeps pushing China on anti-piracy campaign, which, together with further 
open-door urges, became main premises in negotiations on China's WTO accession. 
China conceded and increased the import quota from 10 to 20 revenue-sharing films 
in 2001. But the piracy rampancy remains horrible, despite the government's 
gesture anti it. 
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Sketches on the ‘Invisible' Viewers 
Later in 1998 
300 (274 returned) questionnaires were randomly distributed to passersby in front of 
three movie theatres in Beijing. (Only 22 were disseminated to admitted spectators.) 
These respondents were mainly young people (63.1% age 20-30), with higher 
education (51.9% college-level or up). Their major leisure activities are watching 
television (70.5%), reading (62%), and seeing movies on VCD and videotapes 
(51.1%). 
Only 32.8% of them went to movie houses more than 6 times (included) last year. 
Now comes the stunning part: every week, 39% of the respondents see one or two 
films on VCD or videotapes (movie-viewers, as we have crystallized), while 17.6% 
see three to five movies in this way, and 7.7% see six or even more. The researcher 
does not mention it, but probably most of the content is pirated. Another interesting 
part of the result is, among 230 respondents that expressed how award-winning 
influences their choice of movie-viewing, 78.3% picked Oscar, 27% Golden Palm, 
18.7% Golden Lion, and 10% Golden Bear whereas 28.3% and 23.5% picked two of 
Chinese national film awards, Golden Rooster Award [jinji] and Hundred Glowers 
Award [baihua] respectively. According to cross-tabulation by the researcher, it is 
found that less educated, and older people tend to rely on national award-winning 
records, and the younger, the more educated ones tend to choose the ‘Big Three 
European film wards', (for the whole research, see Dai, 1999) We should bear in 
mind by that time, and probably till now, Chinese people barely had accession to 
legitimate materials of European award winning films. 
Summer of2000 
The then-emerging film magazine Movie View, which now becomes the most 
wide-circulated in China, conducted a 'Millennium Survey in Chinese Cinephiles'. 
The topics were restricted to the Chinese cinema, of the Greater China to be more 
precise, since audience preferences went overwhelmingly to Hong Kong cinema. 
5,784 answer sheets flies in, respondents age from 12 to 56. The average age was 
below 25-year-old. 
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Out of the Ten Favorite Chinese Actors, eight are from Hong Kong (Chow Yun-fat 
as number one). The same proportion goes for Favorite Actresses (Maggie Cheung 
as most popular, and one Taiwanese actress, Sylvia Chang, appears in the list). 
John Woo, Wong Kar Wai, Johnny To and Hark Tsui takes up the first four of 
Favorite Chinese Directors, followed by mainland directors Jiang Wen, Chen Kaige, 
and Zhang Yimou, then the Taiwanese Ang Lee. Jing Wong also gets on the honor 
roll. The Movie View editor adds that 'Wong Kar Wai receives wide admiration 
and appreciation from college students. His films may represent the taste of a certain 
group. But we don't know to what extent it is just a pose.' 
The Top Ten Chinese Films are (starting from the most popular): A Chinese Odyssey 
(西游記/大話西游，1994 Hong Kong production, a Stephen Chow work), A Better 
Tomorrow (英雄本色，1986 HK production directed by John Woo), Once a Thief 
(縱橫四海，1991, another John Woo work), Comrades: Almost a Love Story (甜蜜 
蜜，1996 HK production directed by Peter Chan), The Legend of the Swordsman (笑 
傲江湖之東方不敗，1992 HK production directed by Siu-Tung Ching and Stanley 
Tong), Farewell My Concubine (霸王別姬，1993 China-HK co-production, directed 
by Cheng Kaige), In the Heat of the Sun (陽光燦爛的日子，1994 China-HK 
co-production directed by Jiang Wen), Chungking Express (重慶森林，1994 HK 
production directed by Wong Kar Wai), Zhang Ga the Soldier Boy (<J�兵張噴，1963 
China production of classic revolution theme), and Running Out of Time (日音戰,1999 
HK production directed by Johnny To). (For the entire survey results, see 
Millennium Survey in Chinese Cinephiks，2000) It is a pity Movie View did not 
venture a similar survey on the Chinese taste in foreign films. 
April 2000 — Janurary 2001 
A Beijing-based graduate student in film studies interviewed a bunch of people from 
all walks, in order to know 'what role films play in people's lives', and the crux of 
the ill national cinema. (Guo, 2002) To the question "Which is your favorite 
foreign film and Chinese film?" 
The ten interviewed college students answered: 
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Gu Jianhui (age 23): Fight Club (1999，U.S. production) / Ashes of Time (東邪西毒，1994 
HK-China-Taiwan coproduction) 
He libin (25): Love Letter (1995，Japan) / Farewell My Concubine 
Mu Xing (20): Stanley Kubrick's A Clockwork Orange (1971, ViK) I Ashes of Time 
Liu Maoqi (19): Taboo (Gohatto, 1999, Japan) / The River (河流，1997，Taiwan) 
Chai Wanjin (23): Scent of a Women (1992, U.S.) / J Better Tomorrow 
Zhan Kuanghui (20): Forrest Gump (1994, U.S.) / Farewell My Concubine 
Zhang Lei (21): Fight Club / Farewell My Concubine 
Teng Yue (20): Run, Lola, Run (Lola rennt, 1998，Germany) / Decisive Engagement (大决战， 
1990，China) 
Ganlin (21): J.F.K. (1991，U.S.-France), Tobia al cqffe (2000’ Italy), Moyu (some Austrian 
fairy-tale movie), Fight Club / Farewell My Concubine 
Two college teachers: 
Dong Ruifeng (24): Nuovo cinema Paradiso (1988，Italy-France) / Spring in a Small Town 
(小城之春，1948, China) 
Rao Hui (28): Almodovar's works, The Hairdresser's Husband (Le mari de la coiffeuse, 1990， 
France), Underground (1995，France-Yugoslavia) / A Brighter Summer Day (牯嶺街少年殺 
人事件，1991, Taiwan) 
Five white collar workers: 
Shen Yaobo (24): The Unbearable Lightness of Being (1988，U.S.) / Running Out of Time 
Jing Xu (29): Krzysztof Kieslowski's Three Colors (1993, 1994，Poland-France) / In the Heat 
of the Sun 
Shen Tianshu (26): Landscape in the Mist (1988, France-Greece) / In the Mood for Love (花 
樣年華，2000，HK-France) 
Wang Xumei (27): Kieslowski's Three Colors: Blue (1993，Poland-France) / Spring in a 
Small Town 
Gong Hui (29): Betty Blue (37�2 le matin, 1986，France) / In the Heat of the Sun, Happy 
Together (春光乍泄，1997, Hong Kong) 
The interviewer also interviewed migrant workers in Beijing Service industry, 
ordinary local workers, and professionals in film industry. While it is imaginable 
the last group enjoyed an artistic taste in cinema and has many thoughts in subject, 
people from the former groups either did not see films, or preferred U.S. 
blockbusters. The interviewer writes in the end that she believes the college 
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students (and junior teachers) are most crucial, since they are, or will be, "the main 
consuming force in the Chinese film market", and they are the "most honest and 
active consumers, that is, compared to those through group ticket purchasing by 
work units and the government." "They have their own judgement, their own 
picture of the Chinese cinema, next to only the filmmaking professionals." "On the 
whole, college students favour European and 'not typical Hollywood' U.S. cinema... 
However, from interviews I find, they see most of those films not in movie 
houses, ... but on VCD, DVD, and videotapes.，，(Guo，2002, pp. 182-183) The 
interviewer also found that all Hong Kong and Taiwan films mentioned were 
watched on videos. Two reasons were provided (by the interviewees) for such 
consumption pattern: one, films they liked were unavailable in movie houses, and 
two, 'piracy' (sic) is cheap, convenient, and of widest options. The author points 
out almost no one considered Chinese independent movies and underground 
productions within their film landscape. All these were eight years ago. (For all the 
documented interviews, see Guo, 2002) 
2002 
Feng (2006，p. 15，p. 19) cited a large-scale survey on Beijing residents. The 
research team randomly selected 1,100 residents from 10 main districts of Beijing, 
and 1,043 answer sheets were returned. 27.5% of the respondents never attend 
movie theatre, 26.4% attend once or twice per year, 16.5% three or four times, and 
only 9.7% said they saw five or more films on the big screen. To the question 
'How do you usually see movies', 22.4% said they go to the cinema, 48.7% said on 
television, whereas 49.9% of all respondents chose on DVD or VCD, and 14.2% said 
they see it on the Internet - For the first time ‘Internet，became a major way of 
movie-viewing. 
To the question 'What films do you like', 58.8% liked U.S. cinema, 56.9% liked 
Hong Kong and Taiwan cinema, 34.2% liked films made in mainland China, and 
26.5% of the sampled Beijing residents answered they liked European cinema. 
March 2008 
In co-operation with two largest cinephile sites, Douban (www.douban.com) and 
Mtime (www.mtime.com), a popular film magazine issued a long, ambitious feature 
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entitled The Taste of Two-million Chinese Cinephile Youth [TTCC]. Here goes 
the summary of the editor's preface. (Arbitrary extrapolations are omitted through 
my own judgement.) 
1. A new generation of Chinese cinephiles have formed their taste. ... Composing 
a classic ranking list is never our goal. We just make use of the huge 
databases of these two sites, each holding membership of millions, to outline 
the face of contemporary Chinese movie-buffs. Although the two websites 
position themselves differently ... yet their user statistics are highly in 
accordance. This confirms our assumption: A new generation of Chinese 
cinephiles have formed their taste. ... Typical users of these two sites are 18 to 
25 year-old (core members and opinion leaders older than this), living in big 
cities. They have widest interest in movies. 
2. Movies marked ‘seen，" by largest amount of users, such as Pirates of the 
Caribbean, seldom appear on the lists that concern one's taste. It indicates 
cinephiles are consciously skirting around them. 
3. They are still in need of ever fresh stimulation and nourishment from classics 
and avant-garde works. ... On the whole, it is those art films with the stylistic 
beauty that are most captivating. Amelie (Le fabuleux destin d'Amelie Poulain, 
2001, France-Germany) stays in ahead of many lists, while Franpois Truffaut, 
Hou Hsiao-hsien, Ingmar Bergman have more stable fan groups than, say, 
Jean-Luc Godard and Pier Paolo Pasolini. The formalistic pleasure ought to 
be the main reason (for the preference). ... The 1980s and 1990s Hong Kong 
commercial movies, such as the Young and Dangerous (古惑仔)series, then 
extremely popular, are now disappearing from sight according to our 
calculation. 
4. There is a general dissatisfaction at the limited choices in cinema and the 
unreasonable ticket price. Hence only a minority (of them) ‘go to the 
movies'. 
The editor concludes that it is time Chinese film industry takes the "new cinephile 
generation" seriously. "Frankly speaking, the range of experience and 
comprehension has far outstripped those in the mainland industry, especially those 
11 More about the mechanisms of these websites in Chapter X, 
55 
formerly benefited from the old system." (TTCC, 2008: 43) Following are the 
results generated as an integration of different algorisms dependent upon respective 
mechanisms of Douban and Mtime. 
List of top rated films (For the entire feature, various lists and the editor's interesting, 
albeit sometimes over-interpretive, comments, please see CCTT, 2008. More 
focused discussion in later chapters): 
1. The Shawshank Redemption (1994，U.S.) (top), 
2. Leon the Professional (1994, France), 
3. Forrest Gump, 
4. Life Is Beautiful (La vita h bella，1997’ Italy), 
5. Farewell My Concubine, 
6. Schindler's List (1993, U.S.), 
7. Godfather {\912, U.S.), 
8. Nuovo cinema Paradiso, 
9. Fight Club, 
10. Father and Daughter (2000，UK-Belgium-Netherlands; A 8-minute award-winning 
animation), 
11. Underground (1995’ France-Yugoslavia), 
12. The Legend of1900 (La leggenda del pianista sull'oceano, 1998’ Italy), 
13. Amelie, 
14. Lock, Stock and Two Smoking Barrels (1998，UK), 
15. 12 Angry Men {\951,\}.S.), 
16. Gone with the Wmd{\939, U.S.), 
17. The Children Of Heaven (Bacheha-Ye aseman, 1997, Iran), 
18. Yi yi: A One and a Two ( , 2000，Taiwan), 
19. Don't Look Now, We 've Been Shot at (La grande vadrouille, 1966，France-UK) 
20. My Neighbour Totoro (Tonari no totoro，1988，Japan) 
Conclusion 
Up to this point, we have some idea of this 'formally invisible，，'unstructured group' 
in a historical manner. Admittedly the sampling and data gathering methods of 
above surveys are far from perfect, nonetheless, they serve as valuable sources for us 
to approach the huge amount of movie-viewers in China that usually stay away from 
movie theatres, which characteristics have already been attested to constantly. In 
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fact, 'seldom going to the movies' is probably one of the primary characteristics of 
Chinese movie-viewers. 
We get the impression from those sketches that since 1990s when Hollywood 
re-entered the Chinese market and the country's film landscape had begun its 
transformation after years of ‘autism’ from the world cultural economy, a huge 
movie-viewing population seem to have evolved not exactly pertinent to the 
development of domestic film distribution. There appear to be certain 'fashions' 
come and go, for example, the rise and fall of the great passion for Hong Kong 
gangster movies. Although constantly being obscured both by the official and 
market research, the movie-viewer community never stops growing on its own. 
The current interest of movie-viewers, at least being reflected in Douban and Mtime, 
is of very wide scope. In re-examination of both the film piracy market and piracy 
consumers, I conclude that in reality, the local Chinese do witness quite diversified 
film consumption, a negative response to our first research question. 
Given the two arguments of Chapter 2，the Chinese case before 1990s is consistent 
with the theory that national protectionism leads to limited diversity of the local 
filmic gene pool, while its the present situation goes against what our theoretical 
deduction predicts when national cultural protectionism complicating the expanding 
global capital (which alone also leads to limited diversity). The diversity the local 
enjoys is nowhere near a placid picture thanks to exclusionary representational 
protocols, or a world flooded with the latest Hollywood blockbusters. Therefore we 
move to the second research question, Why is the Chinese' film piracy consumption 
diverse, not as the theory predicts? To start with, in the next chapter I will analyze 
the social structures where the Chinese piracy viewers and market are situated. 
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Chapter Five: Structural Analysis for Chinese Film Piracy 
Consumption 
Chinese Piracy Viewers: An Idle Spare of the Nexus? 
First of all comes the intriguing story of the Chinese piracy viewers, whose 
tremendous size may itself qualified as the largest audience group of the world, 
despite the fact that, they mean nothing to the filmmakers at all. Traditionally, and 
normally, in academia, film is approached as socially constructed within a 
three-cornered association between filmmakers, film spectators, and the film texts 
themselves, and at every joint in that nexus of relationships we encounter negotiation 
and interaction involving active social beings and institutionalized social practices. 
For film historians, to understand cinema it is essential to take account of its origins 
and to observe the directions of its growth in a changing milieu, since this milieu that 
include the film industry, the institutions of culture, organization of social classes, 
etc. bring individual movies into prominence. (Andrew, 2000) Like they do in all 
kinds of mass communication, film producers must have had the audience in mind 
for the production. To influence the pattern of production by their behavior as 
buyers is surely the most genuinely democratic way to give power to consumers. 
(Gabriel & Lang，2006) In the terrain of cultural studies, some scholars are 
sanguine because they believe in the audience' capability to negotiate the text. The 
Chinese case, however, renders an anomaly in this sense as well, since within the 
world cinema nexus, being complicated by numerous interlinked 
production-distribution-consumption sub-nexuses, the piracy audience looks like a 
spare with seemingly proper shape to fit in, yet lays idle. No market researchers or 
compilers of official statistics monitor their consuming patterns, and more 
importantly, nobody really cares, since in terms of the capital flow that runs through 
the huge nexus, this group of audience means a dead hole. It looks like a fitting 
spare, but is actually a dummy. 
Nevertheless, whereas the surrounding spheres (spectator included) constitute the 
film, the direction of the interactive flow is reversible. In other words, cinema 
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plays a formative role in the evolvement of audience and culture at large. The 
Chinese piracy viewers, on this score, do have inextricable connection to the world 
cinemas, but this connection is mostly in terms of meanings and pleasure, or 
aesthetic experience. Therefore, the metaphor of a dummy spare that is discarded 
by the neatly functioning nexus is deficient. Instead, considering the curious ways 
the piracy viewers relate to the larger system, I borrow from John Fiske (1989) the 
mold of Two Economies to model our case. Fiske takes television as the paradigm 
example of a culture industry, and traces the production and distribution of its 
commodities (or texts) within two parallels, semiautonomous economies, which he 
calls the financial and the cultural, modeled as follows (Table 6): 
Table 6 Two Economies of Television 
Financial Economy Cultural Economy 
I II 
Producer Production studio program Audience 
i i i 
Commodity program audience Meanings/pleasures 
i i i 
Consumer distributor advertiser Itself 
Source: Fiske, 1989, p.26 
As we analyzed, Economies of Film Piracy can be modeled thus: 
TABLE 7 Economies of Film Piracy 
Financial Economy Cultural Economy 
Formal Informal or semi-
Producer Filmmaker, studio, film and pirate film piracy and piracy 
distributor, etc. viewer 
i i i 
Commodity Film film piracy Meanings, pleasures, 
aesthetic experience 
i i i 
Consumer (formal) audience piracy viewer Piracy viewer 
To illustrate his Two Economies Model, Fiske (1989) makes a point that we need to 
extend the idea of an economy to include a cultural economy where the circulation is 
59 
not one of money, but of meanings and pleasures, otherwise it remains fixed within 
the economic base of society, and can explain meanings or ideologies only as 
mechanistically determined by that base. While in my Model of Economies of Film 
Piracy (Table 7)，the argument has an added dimension: an informal or 
semi-financial sector should be included, otherwise the model is fixed within the two 
economies of financial and cultural, both formal, which inevitably misses out the 
piracy viewers, who connect to the formal nexus, albeit away from wealth circulation. 
The bridge between the world cinemas and the Chinese piracy viewers is a 
subsystem consists of the original film and the pirate as the producer, pirated product 
as the commodity, and the viewer as the consumer. For product piracy, the 
subsystem is an informal financial economy, whereas for Internet piracy, sometimes 
it can only be called as semi-financial economy, in that no money in a traditional 
sense is circulated, if Internet accession charges do not count. 
Taking into consideration the piracy viewers as such, I think a more proper metaphor 
could be "the abandoned bastard", an illicit child borne by the pirate, who had a 
one-night stand with a prestigious folk (against the latter's will). Meanwhile the 
folk has a distinguished family of his own, and their society never accepts the evil 
creature. The metaphor may not be precise, but it makes sense in a way. 
Then we return to the three-cornered association between filmmakers, film 
spectators, and the film texts. Obviously the bastard has no lever to negotiate 
anything with the prestigious parent, and film texts will not change in response to 
piracy viewer. In other words, the world cinema in general is not influenced by the 
evolving taste of the Chinese piracy viewers. But does it indicate a totally 
indifferent landscape of on-shelf films in front of the consumers? As a matter of 
fact, there has always a caring party: the piracy manufacturer. The piracy market is 
a constantly shifting universe of adaptation. The difference lies in the subject of 
adaptation. In contrast to the filmmakers and studios concentrating on their own 
projects, pirates work on item grouping. With the original texts of the world 
cinema as a giant repertoire, they select and copy for the consumers. If within the 
formal system, film text is in negotiation with the audience, in the Chinese case, the 
film inventory is the text in negotiation. In comparison, one can easily draw a 
conclusion that a market-oriented film industry will gradually delimitate a pool of 
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filmic genes that closely imitate the once successful hit, pandering to the existing 
appetite of the majority, while the pirate by nature leaves much more room for fresh 
new adventures into the vaguely unknown. To their extremes, the former is 
carrying decent business, the latter gambling. 
Fiske's account is relevant in another point. His cultural economy that circulates 
meanings and pleasure helps conceive the piracy viewing activities which involves 
on its own little or no financial value. Under close scrutiny, however, Fiske's 
repetitive stress on "A program is produced by the industry, a text by its readers" 
(Fiske, 1987，p. 14) leads to a pure play of semiotics, to which the objective 
properties of the text per se is nothing but an empty site. To re-emphasize the 
foundational contribution of the filmic genes (intrinsic properties of the text), I deem 
both the film and the viewer as the producer in the cultural economy of piracy 
viewing. 
The Film Piracy Market in China 
First consider the role of global forces. It is well-acknowledged that the global 
market forces have been primary engines of globalization. In the case of Chinese 
film piracy, the forces of global capital are mainly from US-led transnational 
corporations and transnational lobbying groups. Their major pursuit is out of 
question to maximize the profit, which in practice is to urge the Chinese state to open 
the domestic market, meanwhile to defeat piracy in protection of their intellectual 
property. 12 
On the other hand, the Chinese state is caught in a dilemma of its desire to partake in 
the global marketplace and the globalization process and its anxiety over the 
necessary cost involved in such participation. (Wang, 2003, p.64) The necessary 
cost is the loss of national control both in economical and political aspects. Cinema 
is regarded as both a political apparatus and a commodity, and thus the Chinese 
government policy of film market best illustrates the tension. Indeed the State has 
12 In comparison of the different U.S. reaction to the piracy in China and Russia, the world's two 
largest piracy hotspots (Russian piracy level 79%, according to L.E.K., 2007), Neigel (2000) thinks 
the reasons for disparate treatment include China's human right issues and the crush down of 
Tiananmen Square. However, largely speaking, the global force here is capitalism. 
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enough motivation - to protect the domestic film industry and to maintain 
ideological control - to eliminate the piracy, but its resources are limited, and 
defeating piracy pales in comparison to other grave challenges facing the Chinese 
government. (For detail see Priest, 2005, p.801) 
The local, the Chinese people under currents of media globalization, have an ever 
stronger appetite for cultural products which the domestic film industry and 
officially imported films altogether fail to feed. In the absence of effective state 
regulation that meets basic needs of the population, the latter tends to self-organize 
on the basis of whatever grounds that can be found. (Portes & Haller，2005) Film 
piracy, publicly acknowledged in China, can be then viewed as a self organization to 
react to the crisis. It is also obvious that the industry provides jobs to numerous 
marginalized groups in China's transitional epoch. The phenomenon falls under the 
principles of economics that ‘whether illegal or simply extralegal, traders' highly 
visible activities advertise the inadequacy of official distribution channels and the 
existence of fundamental problems related to migration, employment and pricing’， 
and that ‘unofficial trading not only fills in gaps and shortcomings in the official 
economy but depends on their persistence for its survival. Unofficial traders operate 
in the spaces left or wrested from the state-sponsored economic activity.' (Clark, 
1988, p.l，p. 11) But what I want to accentuate is the fact that the piracy 
consumption in China is externally shaped by the global-national tug-of-war, and the 
local takes the advantage respectively from the partial success of either party. 
On the one hand, film piracy is born out of the State's loosened control, since the 
government's attempt to maintain domestic "social order" through censorship and 
import quota basically fails in front of the appealing of global cultural materials. In 
the prosperous piracy market, a tremendous variety of products totally beyond 
political influence can be obtained at a tiny amount of price. On the other hand, 
thanks to the state's tough stand in policy, the Chinese film consumption is largely 
clear of monopolized publicity. For the world's major studios and sub-contractors 
that we call Hollywood, marketing is all-important. Annually it spends billions of 
dollars to promote their products. In a well-regulated movie market with little 
access restrictions, Hollywood films enter hand in hand with carefully designed, 
large-scaled promotion. Besides media exposure, Hollywood marketing infiltrates 
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civic groups, schools, and churches to promote their films (Ward, 2006). The 
proportion of money now spent on promotion is becoming more massive, because 
real income is made not from the box office, but from merchandising and sales to 
other media. (Miller, 2007) Due to the overwhelming economical power of 
Hollywood, other films are left in vital disadvantages even before the release. In 
China, things appear rather amazing. Since legitimately only 20 films maxim can 
be exhibited in theatre annually, Hollywood by no means and with no motivation 
promotes their products other than these twenty, even though hundreds of works 
branded Hollywood flourish in the black market. As a result, the Chinese face a 
market with a tremendous variety of choices at extremely low prices, meanwhile 
relatively clear of brainwashing promotion manipulated by global corporate giants. 
In an interesting study, de Kloet (2005) mentions the import of illegal, cut (dakou) 
CDs from the West in the mid-1990s marked the revitalization of Chinese rock 
culture. Yet he comments that the longing of the dakou generation to become part 
of a global youth culture, not on the basis of cultural differences but on the basis of 
similarity, of a shared musical culture. The problem is, at least in film piracy 
consumption, the conclusion of a consequent "similar global culture" seems rather 
cursory, given the differing structural contingencies the Chinese experience. The 
cultural market a society face consists of a certain set of commodities of its own 
pattern and geography. 
Summary 
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To sum up the chapter: the first part demonstrates the pirate who bridges the gap 
between world cinemas and the viewer, works with a certain mechanism that bears 
the greatest potential to enlarge the local pool of filmic genes. Then the second part 
shows that cultural piracy enables the global flows into domestic market, thus 
dissolving the state's cultural control; meanwhile, the global capital's calculated 
manipulation to campaign its cultural commodities is excluded thanks to stubborn 
national protectionism. In this sense, both the professional ethics of the pirate and 
the peculiarly structured global-national tug-of-war, point to a considerable potential 
of diversification. 
Product Y 
GRAPH 1 China 
In terms of the Long Tail, the situation of China piracy can be illustrated by Graph 4. 
It has three differences from Nation A (Graph 3，Chapter 2): 
(1) The products axis is approximately infinite, as it represents the world cinemas. 
First, to the "criminal organizations" all restrictions from legitimate distribution 
channels such as window strategies and regional code are inexistent. Potential 
products ("film" as the producer in the "Informal or Semi-Economy" column, Table 
5) are all that have been materialized. Second, as just analyzed, unlike the formal 
business model as the domestic import/distributing corporation takes, the pirate 
ventures more like a gambler. In other words, the corporation relies on business 
credits to estimate the probable yield, thereby always tending to keep away from the 
unknown territory of foreign cinemas, but the pirate by nature, has every reason to 
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take the plunge and copy new stuff. All in all, the Long Tail, potential market in 
China, is much larger. 
(2) The piracy system operates on the least cost, raking out less revenue, and 
consequently affords to include items to the point Y. Pointedly, based on an 
already larger potential market, in the actual piracy marketplace people are faced 
with more choices. 
(3) The third differing aspect is not directly discernible on the graph. As the 
horizontal axis represents the inventory of potential products, in China the 
distribution of certain film items on this axis may be significantly dissimilar to 
Nation A. While Nation A's blockbuster culture has been backed up by the heavy 
campaign and advertising of Hollywood and the bias of the repertoire, in China there 
is no monopolized publicity prevailing for most of Hollywood commercial movie. 
Another important cause will be the disposition of the people, being constituted by 
Chinese civilization, collective memory of the Communist past, and a series of 
far-reaching factors. An example will be the cultural events in the cultural public 
space of movies that are constantly activated by introspective East European films. ^ ^ 
Also there is ethnic affinity, because of which films about China or starring Chinese 
actors will attract attention. Therefore, the products by popularity take on a 
reasonably different spectrum from other countries. 
However, if we recall the previous chapter that collects documented piracy 
consumption over the past decade, we will recognize solely the structural analysis 
13 The exact process and dynamics of the communication is not the focus of my paper, so here I only 
want to emphasize the strong mechanisms of reterritorialization and re-embedding in this public 
sphere. The influential film critics and bridge-bloggers that mediate the boundaries are highly 
conscious of the Chinese identity. In their writings dislocated foreign films are grounded in the 
Chinese experience. They are sarcastically sharp on US-centrism in Hollywood works, and 
constantly go back to the authoritarian trauma to interpret foreign films. The Lives of Others (Das 
Leben der Anderen), for instance, which tells a story in 1984 East Berlin, activated a grave, collective 
reflection in the Chinese cultural public sphere of movies. Led by major film critics, people watch 
this film and meditate on their own society. Here, the public ethos regarding the official politics is 
mediated largely by movies, which can only happen due to the specific features of piracy market and 
China's Internet. 
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cannot fiilly respond to the second research question, since during the period 
structural conditions basically remain unchanged, yet Chinese piracy consumption 
witnesses obvious diversification process. The next chapter, then, is devoted to a 
historical account of the development of Chinese film piracy consumption, to capture 
the local "lived experience" as well as to ground further analysis and abstraction. 
(More on the Long Tail of Chinese film piracy market in Chapter 7.) 
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Chapter Six: A Brief History of Chinese Piracy 
Consumption 
If In Bruges was there ten years ago, probably not many would go see it. One 
reason would be the then fresh import of Hollywood blockbusters. It was like 
when KFC just arrived people gluttonized it like the Royal Feast of Complete 
Manchu-Han Courses. Another reason is the Internet. It was not as flourishing 
then, and we couldn't get together for the same interest. In a word, the flick 
would probably be left outside, and no one had a clue. 
---Hecaitou, blog entry The Killers，Magnificent Holidays (2008) 
The primary task of historian may be to refine the map, to unearth what dominant 
paradigm denies or suppresses, to upset or adjust our picture of how things have 
been. Raymond Williams (1961) uses the category of "structure of feeling" as a 
means of insisting on the existence of an organic popular spirit, closely linked to 
lived conditions and values, that may or may not be reflected (and that may be 
contested or resisted) at other levels of culture. As Graeme Turner writes, it is 
important to realize that the structure of feeling of a period can run contrary to the 
dominant cultural definitions. Thus, British working-class culture "survives despite 
its devaluation within successive dominant constructions of culture." (Turner, 1996, 
P.53) As statistical traces of the piracy viewers ("who saw what films"; see 
Chapter 4) can hardly be found during all these years, the piracy viewing activities 
("how films were seen") have also been largely off the record. Behind is also the 
question of why people see films, which the social film history must address. (Allen 
& Gomery，1985) Keeping these questions in mind, I will deliver in this chapter a 
historical account of the development of piracy viewing, in examination of the inner 
dynamics between the people, the media (Internet and print press), and the piracy 
market. The key inquiry is, given the relatively stable social structures, Why is the 
Chinese 'film piracy consumption diverse? How has it become so? 
Faced with a past suppressed by the dominant discourses, data are not easy at hand, 
but have to be approached only indirectly: by personal interviews, by examining the 
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leisure activities available to a particular social group and a particular time, 
contemporaneous accounts of film-going in newspapers, memoirs, essays, and 
research data gathered at the time. Some of the methods are already pracised in the 
previous chapter. 
Video Hall (Mid-1980s to Mid-1990s) 
Our story dates back to the background once introduced in Chapter 4, after the 1979 
open-door policy, China Film Corporation started to buy films through flat sales first 
from socialist countries mostly, then gradually resorting to the US and other 
developed countries for low-budget, second-rate products. In the mid-1980s, 
television gains mass popularity, and cinema attendance experienced steady erosion. 
In fact, during this period, there was another leisure-activity alongside the 
transformation: the video halls, which may be the pioneer of Chinese film piracy. 
In its heydays, there were over 50,000 video halls across the country. (Tuo, 2001) 
As Jinhua Dai (2000) comments, the huge national network of video halls then, 
including video production, distribution, and screening sectors, far exceeds the 
current networks of cinema circuits. Some recall, once video halls could be found 
everywhere in his little hometown, and before long even the town movie house 
mainly for domestic films turned into a big video hall. (WWLS, 2008) A renowned 
film critics Weixidi recalls that back then, video halls often located in the alleys near 
a school to better serve the hookies (himself one of them!). (Weixidi, 2007) 
This explains the popularity of video halls: "A large quantity of foreign films that 
only existed in video screenings dragged audience away from the theatre." (Ni, 
quoted from Feng, 2006，p. 16) According to Dai's account, the video hall networks 
disseminated across mainland China the latest Hollywood flicks, Hong Kong 
gangster movies, martial art movies, Jacky Chan works, Stephen Chow's "mou lei 
tau" (pointless) pranks and all sorts of Hong Kong wacky comedies. She calls it no 
"great cultural enlightenment", but a consumerism identifies with McDonald and 
KFC. (Dai, 2000, p.342) Weixidi said in high school times at first he mainly saw 
Golden Harvest productions in video halls, later on Shaw Brothers'. "Always 
martial arts. No progress for me." (Weixidi, 2007) On the other hand, some 
insists video hall screenings had great influences on the youth. "Many learnt the 
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value of loyalty and family through movies like A Better Tomorrow. Others leamt 
how to dress and behave through movies of modem life. There were still others, 
although only a handful, who found the entree into the temples of culture via some 
good works in the video halls." (WWLS, 2008) 
Seen from today's point of view, what he or she claims to have "leamt" may be 
subject to the analysis of the Western modernity inbreak or of transborder 
imaginations (Ma, 2002), but the more noteworthy part to our topic is the existence 
of “good works", something different from the dominant Hong Kong commercial 
movies, adding to the diversity of local gene pool. In a memoir of "going to the 
video halls", one writes nostalgically: 
Those available movie portfolios in the culturally deprived age made up almost 
my entire first impression about the beauty of film. Those obscure ones jostled 
among the horror and the erotic turned out years later to be the artworks of the 
masters, who were never aware that the sap of their creativity nourished those 
impoverished souls in a video hall of a country far away. Video hall as a 
cultural icon connecting fragmented memories also appears in Jia Zhangke's 
film. Sometimes you can tell how important a certain movie is by listening to 
the deafening uproar of people crying to the manager demanding a switch to a 
colored version. If I am allowed to make a conclusion here, I can tell you that 
movies accompanies by the loudest public tumult are Ashes of Time, Beijing 
Bastards 匕京雜種，1993, an underground work by a younger generation of 
mainland directors) 
I was one of those truants who frequented the video hall, for nothing more than 
the "clips". There was no admission fee, since I usually slipped in towards the 
end of a movie when the guard was not paying attention. Standing amid the 
boundless darkness and inhaling the choking smell from the toilet, I watched 
images flowing over the screen. I remember watching movies like the Red Rose 
and White Rose (紅玫瑰與白玫瑰，1994，Hong Kong/Taiwan) and The Lovers 
(L'amant, 1992, France/UK/Vietnam), which are still absent even in today's 
modem cinema. But I somehow managed to see those rare movies with such 
ease in the video hall back then. After finishing watching the video, I bought a 
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bowl of noodle from a roadside eatery, with the several coins I had saved. 
Shivering in the freezing wind, I always believed in a bright future. 
Many miss the "video hall times" dearly. In complaining the service quality of 
multiplex cinema, another film critic blogs, "Video halls were far better. The 
keeper was always read to hear from the audience. They would project for a single 
spectator, and they would project to the last second (of the movie). I remember for 
the movie In the Name of the Father [1993，Ireland/UK], two music band guys sat 
for a second round just for the concluding song. These are utterly impossible for 
today's movie houses." (Li, 2008) The film critic named his blog Back to the 
Video Hall. 
The trend continued into the 1990s，when more Hollywood films began to come in, 
video halls saw their own demise. Factors facilitated this may include the rise of 
personal VCD players and computers, and later the rise of the Internet, but the key 
impact was from a series of government regulations. In 1995, a national shut-down 
order closed over 5000 Laser Disc (LD) halls. In 1996，the Ministry of Culture 
prescribed video halls could only screen items from a category specially demarcated 
by the state, in order to prevent the "unhealthy" content and copyright violation. 
Then early 2000，aiming for the "shrinkage of video hall industry", the government 
stopped the registration for new video halls, and restricted the opening hours of the 
current ones. (Tuo, 2001) During the steep shrinkage, most of the remaining ones 
turned to pornography. Although a new policy forced all video halls to close by 
February 2007, there are still some open in remote little towns, and in urban 
slummies of migrant workers. (Personal interview) 
Epoch of the Videodisc (Since mid-1990s) 
Considered an obsolete recorded format in the West, the Video Compact Disc (VCD) 
has had an unexpected rebirth in Asia, especially in China. How Asia offers an 
alternative way to view the global circulation and adoption of new technology has 
been discussed by a few scholars. (Wang & Zhu, 2003; Wang, 2003; Pang, 2006) 
In the 1995 memo of Chinese cinema, Dai mentions the pirated VCD in China. 
Since 1996, VCD player industry had seen a skyrocketing growth, squeezing out 
videotape and laser disc from the national market. From 1997 to 2000, China had 
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produced nearly 66 million VCD players, and in the third quarter of 2000 (Dataques, 
cited and compiled from Wang, 2003, p.52)，36.4% of the urban households in China 
owned a VCD player. (Asia Pulse, quoted from Wang, 2003, p.52) Here we may 
recall the cited research data in Chapter 4 where 64.3% of the respondents picked in 
downtown area, Beijing, saw at least one film per week, on VCD and videotape 
players (the researcher did not split these two channels). 
In a well-circulated memoire by a famous publisher, Lixian Zhang (a.k.a. Laoliu) 
(2004) describes his early days with Discs. "Videotapes shortly quitted... I 
despised VCD, because when I first saw one, it was a so-called gunned version. 
The picture was oblique, quality just like a French art film, sound mixed with all 
kinds of noises from the cinema audience, which was totally a sitcom. So I 
despised the movie, seeing nothing good out of it. Only afterwards, I saw the DVD, 
and knew it was a masterpiece." (p.~) In consequence, Zhang sought movies in LD 
format, which then had a rather small market s h a r e � 4 
The technology of Digital Videodisc (DVD) was bom in Japan at the end of 1996， 
but no one utilized it until March 1997 when some American corporations released 
products with DVD as the movie carrier. (Min, 2003) The DVD player seized the 
Chinese market in 1999, in 2000 the production reached 3 million, and soured to 
19.7 million (export included) in 2001. (Lu & Mu, 2003，p.65) 
Among his friends Zhang was the first to own a DVD, right after being stunned by 
the visual quality of a Conspiracy Theory (1997，US) DVD. Before 2000 the price 
of pirated DVD was 100 RMB every three pieces (over 4 USD on average). On his 
trip to Hong Kong, Zhang bought a couple of legitimate copies each for 200 HKD. 
He also spotted pirated film there, for around 100 HKD a piece. Like many 
cinephiles of that time, Zhang let "software (discs rather than the player) go ahead". 
Having had a big collection of DVDs, he finally bought an imported DVD player in 
1999. However, his own case proves the theory of "super domestic DVD players", 
which are bom with super compatibility for local piracy. The boom of VCD and 
DVD players went hand in hand with that of personal computers. As a result, 
14 There was no pirated LD, but only smuggled ones charged for around 6 hundred RMB. People 
borrowed them from rent stores and cine clubs. 
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alongside the households, college students watched video discs on computer screen. 
The rent for one film in Yangzhou (a medium city) was 1 RMB around 2000. 
(Personal interview) 
The rise of videodisc marked an epoch. As a film critic writes, 
For quite a long time, we were unable to see what we want. Suffering from 
cravings, my only choice was to read film scripts. Classics such as Rashomon 
(1950，Japan), Crossroads (十字街頭，1937, China), It Happened One Night 
(1934，US), Bonnie and Clyde (1967，US), One Flew Over the Cuckoo's Nest 
(1978，US), Rear Window (1954，US), The Cranes Are Flying (Letyat zhuravli, 
1957，Soviet Union), and On Golden Pond (1981，US), to me were all 
imaginations from reading the scripts. Many a year later, I saw them on 
videodiscs, with familiarity, noticing every frame differing from the text. 
. . .The ultimate question is, the world is too fabulous, cinema too splendid, 
appetite too wide. In front of all good works, we are like hungry tigers 
pouncing on its prey. (Wang, 2004，pp.316-317) 
On the other hand, at the beginning spaces where people could get-together and talk 
about movies were hard to find. One recollects his college life in the mid-1990s in 
Nanjing: "We didn't know much about the aesthetics of film; neither did any 
filmmakers volunteer to wipe out the illiteracy. There were music showcases and 
free lectures that we all rushed to... But for movies, nothing like that." (Personal 
interview) Another was in a college located in Hangzhou before 1999: "Choices 
were limited at the piracy retailers. I watched a lot of classics in a members-only 
cineclub. Seems many cities got such clubs, with good taste. Students had this 
one-way love towards movies. No film institutions condescended for any 
premieres. No association for cinephiles on c a m p u s ] 5 Movie buffs in college 
basically maintain the hobby just out of their lone interest." (Personal interview) 
These cineclubs and cafes served as a major public space for communication. A 
15 In Chinese universities, especially in earlier times, student associations are closely regulated by the 
university administrative units. Every association has to register and be approved. 
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recent feature on cinema consumption, the editor writes about what s/he was doing 
ten years ago, around 1998: 
Back then, on the afternoon of each Tuesday or Thursday, with my student 
communication ticket in hand, I would bump about for half of the day on No.300, 
traversing the city. I was heading for a cafe (now renowned and chained) ^ ^ by the 
dusk, to buy al5-buck beverage, for a film screened at a 21-inch TV screen. 
Movies were limited in the then-emergent VCD market. Only three art-house films: 
Kieslowski's Three Colours. At the utmost you count in Lolita (1962, UK, 
Kurick's version) and Blue Velvet (1986，US, by David Lynch). Many thanks to 
the cafe who got Taiwan-produced videotapes. It had dazed us all, and made 
Truffaut, Fellini, and Almodovar no longer just names on the page. (Liu, 2008) 
But piracy market seems to expand swiftly. In 2000, as Zhang (2004) depicts, he 
spent two afternoons at Xinjiekou, the most bustling audio-visual marketplace of 
Beijing. "Starting from Jishuitan Bridge, all the way down to 'High Steps' near Xisi. 
On the principle of hard-working thieves, I filtered every shop. The journey was no 
lighter than a professional hiking into the wild." (p.~) The development of national 
piracy market was uneven. In other words, each city had its own characteristics, its 
own set of products. To Zhang, whose job entailed constant business trips, Cixi 
Road in Shanghai, Computer Plaza in Chengdu, Bar Area along West Lake in 
Hangzhou, Phoenix Terrace in Changsha, Quanye Market in Wuxi, Jiaozhou Road in 
Qingdao, all are a must. (Zhang, 2004) 
Online Movie Forums and Blogs (1998-Present) 
In December 1998, even the Internet in adolescent years, Rear Window movie forum 
(rearwin.xici.net) was established at Xici Hutong, the most popular BBS cyber 
community in China. From 1998 to 2004 Rear Window had been widely cherished 
for its high quality film reviews and social interaction. In retrospect of the six years 
with Rear Window, the founder Weixidi (Chinese characters for "VCD") (2005) 
wrote: 
16 This is confirmed to be Sculpting in Time (diaoke shiguang), a caf6 that named after Andrey 
Tarkovsky's book on filmmaking. 
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The reason why I established this forum is ... most importantly, the yearning for 
communication, to communicate after watching a film. In all these years passed, 
I watched films that others have talked about, and others watched what I have 
talked about. Life has probably been fundamentally transformed because of such 
daily communication. 
Speaking of the greatest contribution of Rear Window (and other movie forums), I 
think it is the space it provides for all sorts of movie lovers, all that have similar or 
different perspectives, professional or amateur, to know each other and 
communicate. This is unimaginable before the age of Internet, (pp.307-8) 
In 1999, Weixidi met the friends he made on Rear Window offline for the first time 
in his life. From then on, people active online began to show up in person and hung 
around. "Just like this, an open circle gradually formed. This circle is at the 
utmost margin of the film industry, yet forever inclusive, and starts voicing out, 
calling for attention; previously stories about films can only be issued from within 
the industry." (Weixidi, 2005, p.307) The year 2000 marks another crucial turn for 
Rear Window. A hoard of so-called online writers flooded in, bringing along a 
large amount of good articles. Although with posts varying in number and quality, 
online critics as a group sustained. As film reviews proliferated, more and more 
movie-viewers regulated the forum for reference, and meanwhile the appreciation of 
art cinema got popular. Movies being addressed in the forum, on most occasions, 
are impossible to reach via legitimate channels. (See Appendix A) 
Since 2000, editors from various print media managed to reach online film critics, to 
publish their articles on newspapers and magazines. Then an interesting 
phenomenon took place. Not before long online film critics actually dominate the 
movie pages of print media in China. "Since then, for common movie-viewers the 
feelings from a movie become something to articulate, instead of just passive 
reception. Their voices have been recognized by traditional mass media." (Weixidi, 
2005, pp.308-9) Even more amazing is the transformation of Chinese online film 
critics. The typical profile of an online critic that grew up with Rear Window and 
got a reputation for film reviews is: bom in 1970s，during the forum's heyday 
(1998-2004) either working in an irrelevant profession, or as a college student 
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majoring in film-related areas J ^  Five to ten years later, these people turn into either 
influential critics or editors of domestic mass media, or graduate students in film, 
usually at overseas institutions. In either path, they remain active online, moving 
from BBS posting to blogging. 
Rear Window declines in popularity as BBS as a medium in general does. Several 
once bustling movie forums were slacken off around the year 2003 or 2004. The 
Cinema Nightship (Dianying Yehangchuan) opened in the spring of 2001，froze 
entirely in 2003，gradually worn away afterwards. (See Li, 2006) Another movie 
BBS that Zhang frequented a lot, Incomplete Manual of DVD (www.mov8.com), 
witnessed the drama of rise and fall between 1999 and 2004. Now it mainly 
provides information of newly released pirated DVDs. The proliferation of Internet 
information adds up to the cost of searching, absorbing and evaluating. Blogs, 
consequently, replace BBS forums to be the major medium for influential figures, 
since blogging with an established, consistent identity makes their voices heard more 
efficiently. Weixidi, Yang Li (a.k.a. Daqihupi), and Huangxiaoxie, to name a few, 
all follow the typical trajectory, and are now popular bloggers in film reviews. 
Online platforms other than Rear Window similarly contribute to the transformation 
of film critics. Rear Window is just one illustrating case. To depict the personal 
journey of a typical online film critic, Weixidi (2005) puts it: 
In retrospect, at early years I felt quite warm and excited when somebody in the 
forum talked about Wong Karwai or Quentin Tarantino, then the same feelings for 
Krzysztof Kieslowski or Hou Hsiao-hsien，now for some most peculiar director 
from Latin America or Eastern Europe. I myself, once a guy with no foggiest 
idea of what the New Wave is, gradually leamt to study film history and film 
theories, to watch cinema's masterpieces and underground DV works. Once a 
total amateur to films, I gave up my job as a structural designer for a variety of 
17 These people can be identified by digging out old posts in Rear Window. An easier way is to 
check Fenetre sur cour, a book volume edited by Weixidi and some other online writers, consisting 
73 selected pieces of online film reviews posted on the forum. Most articles go with a short 
introduction of the author. (Also you can recognize how impossible the films addressed in the book 
can be found through legitimate means. See Appendix A.) 
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works around movies. Films imprint my deepest memory. Some years later, I 
think I would turn into the middle-aged Salvatore in Cinema Paradiso. (p.310) 
Information on movies and pirated products thrives online. Besides direct access to 
foreign websites, Chinese people are able to read more and more translated articles 
on movies, and senior film critics and overseas film students keep active in doing the 
translation and blogging them. For the information of pirated products, sites like 
DVD288.com publish directly the release notices from underground manufacturers 
and let consumers comment on the new products. Brand reputation of different 
piracy production established during such process. There are also individual 
bloggers keeping track of release information of various media corporations 
worldwide, since the tacit knowledge is that piracy comes out in accordance. 
Online Social Networks of Cinephiles (2004-Present) 
The Internet technology evolves, so do the forms of online cultural space for movies. 
After the BBS era, and a period of time for the maturation of film blogging, large 
websites that host cinephile communities have been quickly expanding. Two of the 
most influential, as we already mentioned, are Douban and Mtime. Douban was 
named after a Beijing Hutong. In March 2005，the Starbuck Cafe at Douban 
Hutong witnessed the first command-line of the program input by Abei, the founder 
and designer of the website. Now Douban has over 1.6 million registered users. 
Mtime means "movie times". Found in 2004, Mtime has reached over 40 million 
unique visitors per month by the quarter of 2008. 
Although with distinct mechanisms and goals, these two sites are characterized by 
users' collaboration of Web 2.0. They both allow users to create a profile for 
themselves, and both provide blogging and discussion groups for users to interact. 
As cinephile sites, the user-generated content is factual information of film items, 
film reviews and critiques, cinema-related news, and fragments from the life of 
numerous cinephiles (blog content). The websites efficiently link all relevant 
content to certain film item. For example, click into the page of movie X，you will 
find not only the factual stuff of the movie, but rating and reviews by users, even 
related news coverage. Groups are created around shared interests, and are capable 
of linking related film items as well. Compared to Mtime, Douban is 
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acknowledged to be more unique in format, more documented in print media, and 
less market oriented. Next I will focus on Douban to illustrate the scenery during 
the past three years. 
Currently all content at Douban is user-generated, around vast amount of items of 
books, films, and music. In the first two months after its birth, Douban was 
exclusively in books. Very soon the "I Love Movies" group became the largest 
group among all others, and this made Douban began to "see movies" in May 2005. 
In September, the number of registered members reached 20,000，then in October, 
over 30,000, in November, 50,000，and in December of the same year, 70,000. The 
growth has been remarkable, all the way to today's more than 1,600,000 registered 
users. Its founder Abei emphasizes that Douban never advertises, purely benefiting 
from the word-of-mouth communication. In October 2005，The Beijing News 
reported Douban with the idea of Wikipedia, and declared that Douban trusts the 
power of the people，that "numerous intriguing structures will rise from the people's 
diversified interest, via constantly readjusting algorithms." (Jiang, 2005a) Three 
days later, The Computer World introduced Douban in terms of Social Network 
Service (SNS). The feature makes a point that the most noteworthy is Douban's 
uniqueness: A total domestic innovation, it follows no foreign models. (Ding, 2005) 
Many a technology experts debate over Douban’ s live mechanism. The limited 
consensus they reached is that Douban is a SNS build around cultural interest. 
Keso, a key figure in China IT industry, argues that Douban insists on positioning 
itself as a cultural site, instead of SNS, which is very wise and exactly very edge of 
the site. (For a chronicle of these entries, see Nuanyu, 2006) At the end of 2005 
Douban started an English version (www.douban.net), the first domestic website 
model that goes abroad” (Jiang, 2005b) 
The film department of Douban has been thriving since the opening day. Groups 
are created within the wildest range of film regions, genres, filmmakers and actors, 
scholars and theorists, production periods, main themes, and information on local 
pirate activities. We cannot obtain any statistics about the tags and groups, since on 
18 Criticism suggests that too many Web 2.0 companies attempt to develop the same product with a 
lack of business models. Douban is indeed well-situated in China. However, given the bizarre 
piracy context of China, the future of Douban model abroad is yet uncertain. 
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principle Douban rejects ranking lists and explicit measurement of any kind. "We 
believe ranking list is the 'tyranny of majority，，which discourages diversity severely. 
We decide not make anything like that publically." (Abei, quoted in Qian, 2005) 
Douban keeps refining their platform with the aim of "decentralization". Recently 
it changed the layout of user's personal homepage to a garden of friends' 
recommendations. "Before, we have the most recommended stuff on the homepage. 
In early years of Douban, there was quite a commonality among our users, and the 
most recommended stuff fits us all. But now the users' structure becomes much 
diversified. Some love an item, others may not. Our principle goes as 'core 
content for each individual', and now what appear on your homepage are 
recommendations resulting from your own interested groups and friends. Douban 
will be less like a public square, but more to your appetite." (Jennycrisis, 2008) 
Abei blogs at the third anniversary that one sentence to describe Douban would be 
"Douban helps every one of you find the unknown that suits you most." (Abei, 
2008a) Also, "Douban is a city, differing in every eye. ... Such city will not 
change its milieu because of the technology. The milieu depends on the people." 
(Abei, 2008b) 
The Accompanying Print Media (1999-Present) 
In his groundbreaking analysis of the Soviet second economy, Feldbrugge (1989) 
demonstrates the symbiosis of the first and second economies. He argues it would 
be misleading to present the second economy as a parallel network operating side by 
side with the official one. Rather, the two is of close relationships and widespread 
interpenetration. In China, cultural piracy not only supplement and replace a 
defective performance of the official apparatus, but also serve as the very base of 
popular periodicals and cinema book publishing. 
At the end of 1999，Movie View Biweekly published its first volume. As the most 
successful movie magazine today, its circulation reached 530,000. Movie View and 
other movie magazines that emerged in 1990s shortly dominate the market and the 
room for old brands such as Popular Movies [dazhong dianying] keeps shrinking. 
In addition, magazines that focus on DVDs have found their niche and are getting 
bigger (Li, 2004). What I want to point out is that these magazines, as well as 
movie pages of newspapers, are fed upon film piracy and resources from the 
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cyberspace of movies. Though not explicitly mentioned, most films addressed in 
print media are too out of legitimate reach. This is one kind of tacit knowledge 
among the Chinese people. 
In the realm of book publishing, there has been prominent evolvement as well. In 
May 2003, a book entitled DVD Bible: 500 classics to treasure [DVD shengjing: 
Jingdian diepian 500 zhencang] was published. In the preface, the authors write: 
"Ambitious cinephiles seek for their own DVD database. There is already anecdote 
online that someone has got over 3000 DVDs. Of course not everyone needs to 
attempt such great undertaking, but here is our motivation: to help you get the best 
collection, with the least effort." (Zhang, Liu, & Li, 2003) And also: 
"Do not reject the word 'Master'. A senior movie buff has to recognize the 
strength of Masters. Their films are perhaps hard to appreciate, but that's why 
we should keep them for savoring instead of just renting. ... There's nothing 
wrong if we emphasize our taste. Admittedly a considerable part of our selection 
requires some preparation... Dear reader, if you are still madly in love with 
Hollywood blockbusters, please do not be pissed. Either you ignore our call, or 
you'll finally agree with us - even if for the moment Abbas* just makes you nod 
off. ... Once you have all the items in our book, a knowledgeable friend would be 
stunned at your collection. Modest vanity does people good." (Zhang, Liu, & Li， 
2003) 
* The reputational Iranian director Abbas Kiarostami. 
In 2004，two huge volumes of Raymond Zhou 's Film Guide [Xipian die zhong die] 
were published, one with information of over 1500 English films, the other over 
1600 non-English films. In the foreword of the first volume, the editor Liming 
Zhou (a.k.a. Raymond Zhou), a well-known cross-media film critic, introduces the 
mission: 
First of all, I believe we need a full-scale reference for movies in the domestic 
book market. In other countries, ordinary folks cannot afford large DVD 
collection. For over ten US dollars per piece, people buy what they most cherish. 
They only venture in renting stores. That's when they resort to movie guides.... 
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We need guides before we buy. ... Information on the pirated discs is not that 
reliable. Therefore we hope this guidebook will direct you." (Zhou, 2004，p.l， 
P.3) 
Their criteria for selection include the rankings of AFI, TLA, Leonard Maltin, 
VideoHound, qualified media such as Sight & Sound magazine, New York Times, 
IMDb ratings, and major film awards, plus "movies that particularly interest 
domestic audience", which always relate to certain collective memory and ethnic 
affinity. As the film department of the Internet thrives, print fact-oriented movie 
guides fades out. 
A more elegant series of movie guides, "Movie Plus", is edited by Weixidi and his 
collaborators. Published annually, the guide collects the "most noteworthy" films 
of the year, and invites a variety of writers to introduce each film. Weixidi writes 
for the first publication Movie Plus 2002 (dianying + 2002): "Faced with 
omnifarious movie books, we feel the need to provide for a perspective, one that at 
least crystallize what the important works were in the past year." (Weixidi, 2003) 
For the second volume, Movie Plus 2003 (dianying + 2003)，the editor makes a point: 
"We hope the book is a guide for pirating films, not for purchasing them." (Zhang, 
2004) In 2004，"Global Documentary" sector was added. The contributors of this 
project are first online film critics and domestic film teachers and students, then joint 
by overseas Chinese film students, then by senior film critics from Hong Kong and 
Taiwan. In total five released, each of around 150 films, the series stopped in 2008. 
Another significant category of books on film in China is called "cinema essay" 
[dianying suibi]. This is no scholarly essay on films, but a type of free-styled 
subjective writings caused by a certain film, within a strong Romantic mood. The 
flavor may be inferred from some of the titles: So Sinful, So Charming [feichang zui, 
feichang mei]，Bewitching Secretly [andi yaorao], The Darkest Flower in the 
Midnight [heiye li zuihei de hua], Dance on the Cliff [xuanya shang de wudao], etc. 
Many books under this category made in the best-selling list, while obviously, 
Hollywood commercial movies cannot give birth to stylish and chic writings. 
Authors of this kind never deny their intimate relationship with film piracy: "When 
the night falls, I go to the street vendors, search the pirated discs, and pile them on 
my book shelf for the daytime." (Mao, 2003，p.234) Or, "I still remember vividly 
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in the grey forest of Beijing when I saw the film ... The thirty items in this book were 
among my best collection all these years." (In Chinese, the verb tao she uses indicate 
she was buying piracy.) (Xu, 2006, p.3) Or, "SARS was prevailing and I stayed in. 
So I saw movies, and became drowned. I saw more than 600 that year." (Li, 2004) 
Emerging from the year 2003, books of this category constantly hit it big in the 
market. There are also books by low-key authors, but specializing in certain genres 
of films. The commonest "genre" is "alternative" (linglei), "marginal" (bianyuan), 
or a couple of years ago, "petty-bourgeois". 
Then scholarly books on film come. The most profoundly interesting event is that 
in 2003 mainland publishers took over the baton of "Cinema Hall" (dianyingguan) 
series, once a glory in Taiwan. The huge project was bom in 1985 when, as its 
preface goes, "[in Taiwan] cultural control is lessening and the technology of video 
player reached its popularity", and when "the ice upon Taiwanese cinema is 
breaking". (Wang, 1996) The scope covered a variety of film theories, film 
histories, social phenomena of film, and cinemas of all kinds. A majority of the 
volumes was translated from other language, while a small part written by Chinese 
scholars and filmmakers. After nearly 200 books being published, the series was 
dying in its birthplace with new millennium on the door step. Some attribute this to 
the decline of Taiwan cinema that suffers the deadly impact from foreign film 
industry. (Yin, 2007) A number of mainland publishers invited Cinema Hall's 
editor, Jiao Xiongping, a key intellectual figure in the Taiwan New Wave, and saved 
the great brand. Jiao said in an interview, "The new Cinema Hall was immediately 
a hit in the mainland. It indicates their strong interest in cinema culture." (Jiao, 
quoted from Zang, 2006) The mainland film theorist Jinhua Dai (2003) calls it a 
"small transit trade，，in the Chinese world, "another local cinema culture put out to 
sea". When Cinema Hall was first on the stocks in Taiwan, the media celebrated 
the "film students' farewell to class handouts". Dai says now in mainland, we 
should celebrate the film lovers' farewell to the word-of-mouth. By far the 
mainland Cinema Hall has published nearly 100 books, mostly translated works. 
Besides, in recent years several publishers have been working on separate projects, 
to coordinate translators for wide range of theoretical and aesthetic writings on 
cinema. Sometimes these translators and publishers use the Internet as an open 
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forum discussing possible projects. Many of them blog. Some are already famous 
bloggers writing about cinema. 
Conclusion 
From the rich ethnographical account in this chapter, we detect strong sense of 
historical evolvement in ways of consuming piracy, and in the consuming culture at 
large. Such evolvement has been hand in hand with the diversifying process 
witnessed by the film piracy market. The most salient leap of all, is the 
involvement of the Internet at the end of the millennium. It is vividly demonstrated 
how the new technologies of the Internet gave scattered population a medium in 
which to form and mobilize, around certain interest and goals. The core of this 
population, referring here to the widely shared consumption of (pirated) films, 
pre-existed the Internet. But the latter allowed it to grow, solidify internally, and 
extend its influence into the broader public realm. Complemented by the print 
media, the public spaces for cine-discussion consists of numerous inter-linked blogs 
with a few radiating nodes (influential critics), platforms that house communicative 
groups on topics relating to movies, such as Douban.com and Mtime.com, quite a 
number of sites specializing in news of DVD releases, and numerous kinds of printed 
writings on film, from the most casual to the most serious. 
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Chapter Seven: The Chinese Public Cine-Space 
The Publicness of Piracy Viewing 
Up to this point, to discuss the role of Internet on a more abstractive level, we will 
bring up the issue of publicness in film piracy, interestingly raised by Pang (2004a): 
Public film screening can be seen as a collective ritual, and it is the publicness of 
cinema. By contrast, argues Pang, movie piracy which seems to be entirely a 
commercial matter, belongs to the private sphere. The organized (by the state) 
public movie-watching experiences suddenly became domesticated and 
intractable. "No one group is in control of the films being pirated, distributed, 
and watched, and no one identifiable form of power - political, civil, or 
commercial - can manipulative movie-watching activities in China." (Pang, 
2004a, p. 108) 
First of all, there seems to be a confusion of concepts. According to McQuail 
(1997)，the invention of film and the cinema form of distribution restored the original 
locatedness of reception from the "auditorium" of the classical times. It also 
created the first genuine "mass audience", in the sense of large-scale reception of the 
identical message or performance. "Millions of ordinary people came to enjoy the 
same mediated emotional and learning experiences. The film audience could ... 
interact with each other." (p.5) The public film screening offers the screened film, 
the locatedness of reception as well as a place for interaction. On the other hand, 
the reading public, which emerged with the introduction of the printed book, is truly 
dispersed, but qualifies as a public in that a set of individuals choose the same texts. 
(McQuail, 1997, p.4) The publicness, therefore, depends on two conditions: (1) 
consuming the same text, and (2)，a space for interaction upon this text. Traditional 
public screening indeed fulfills them, yet it does not mean the publicness of cinema 
can only be caused in this manner. Pang's charge of the privateness of piracy 
watching, then, rests on the lack of space for public communication instead of the 
lack of an organizing hand. 
83 
On the other hand, the chaotic, anarchist state of Chinese piracy consumption 
perfectly matches the "Hobbesian War" situation where little state control is over an 
atomized population. This may be the case in earlier years when film piracy started 
to boom early in 1990s, to recall the previous chapter. Meantime, we should bear 
in mind according to economic sociology, under Hobbesian wars lies the tendency to 
emerge unofficial hierarchies able to enforce minimum order. (Portes & Haller, 2005) 
Then the Internet comes into play. From our historical research, the importance of 
the Internet in movie consuming culture during the past decade is obvious. Now I 
will appropriate the analyzing frame "cultural public sphere" as a point of departure. 
A Public Cine-Space 
Cultural Public Sphere: The Concept 
The concept of public sphere is heavy with import. The actuality is a good deal less 
perfect than the idealization of free and open debate that has policy consequence in a 
democratic polity. The characteristics of the public sphere have been the subject of 
debate and controversy: there is no equality; reason is not the necessary foundation; 
twentieth-century mass media have not destroyed the public sphere. The primary 
criticism of Habermas has been focused on his historical public sphere (before 
modem mass media) and this bourgeois public sphere's exclusivity. Such critics 
introduced the ideas of alternative public spheres. (Nancy Fraser, for example; See 
Calhoun, 1992) 
The concept of cultural public sphere is even problematic. Besides many blurred 
usages with no clarification, studies try to define the concept render rather different 
views. Harley and Green (2006) for instance, think the cultural public sphere 
sparks into existence only when a counterpublic sphere intersects with society-wide 
media and culture. In this thesis, I use the concept in a broader sense, treating 
cultural public sphere as an expansion of the literary public sphere that includes a 
range of media and popular culture. (McGuigan, 2005) This model follows 
Habermas' argument for the existence of two kinds of public spheres: first the 
familiar, political, public sphere that has been constantly challenged, and the second, 
literary public sphere which is more concerned with mattes of taste and general 
social behavior, yet having profound political implications. (Negus, 1996; for 
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detailed discussion of the conceptual discourses around these two concepts, see 
McGuigan, 2005) Since in the late-modem world such sphere is not confined to a 
republic of letters - the 18th century's literary public sphere - and "serious" art, but 
includes the various channels and circuits of mass-popular culture and entertainment, 
the concept of a cultural public sphere is proposed, referring to the articulation of 
politics，public and personal, as a contested terrain through affective (aesthetic and 
emotional) modes of communication. (McGuigan, 2005) 
My concentration here is not to theorize the political implications of cultural public 
sphere, but rather to embrace analytically the richness of the material, as well as to 
provide a systematic account of different articulations in a unified manner. 
Therefore herefrom I will use the Chinese "public cine-space" instead the "cultural 
public sphere of movies" to avoid the overloaded ideological package of the 
"cultural public sphere" concept. 
For the Chinese cine-space, pirated films and the Internet are the two preconditions, 
and in this sense, the boundaries between the realms of public and audience /viewers 
have been transgressed. The (piracy) film market determines what the audiences 
receive. The Internet provides a space to communicate and share the respective 
viewing experience, which in turn shapes the pattern of piracy/film consumption. 
Scholars on media and public sphere concern with two centers of power that stand on 
either side of the public sphere: the state and corporations. Either of them can 
hamper the continued health of the public sphere. Now I will analyze within this 
frame the structural conditions of the Internet in China - the similar manner used for 
the Chinese piracy market in Chapter 5. 
The Chinese Internet 
Similar to China's dual anxiety towards the world market, its social construction of 
the Internet suggests the same fundamental paradox that characterizes contemporary 
Chinese society: state agencies try to reap economic benefits of the new technologies, 
while sustaining and reinforcing the political status quo. (Qiu, 2004) Since 1995 
China's Internet has been developing rapidly, and has been simultaneously 
experiencing commercialization and suffering from political censorship. 
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As I already analyzed, when comes to foreign films that have not legally entered the 
country, information and opinions about them are able to stay economically 
indifferent. As for films within the import quota and those domestically produced, 
market capitals of various degrees have profound impact, and such impact is realized 
via the control of media space. The Internet, long been hailed for its enfranchising 
potential in this respect, should be considered in a variety of sub-forms. In the 
public cine-space the major platforms such as Bulletin Boards Systems, blogs, and 
SNS can be regarded as relative independent from commercial interests. 
The most prominent issue of China's Internet is, being well-documented, the 
national political control. China continues to expand on one of the largest and most 
sophisticated filtering systems in the world, as well as on the specially-trained 
full-time Internet police. In November 2006 the Ministry of Public Security 
announced the completion of the essential tasks of constructing the first stages of its 
"Golden Shield" project, which is a digital national surveillance network with almost 
complete coverage across public security units nationwide. By these means the 
Chinese government has undertaken to restrict access to "any content that might 
potentially undermine the state's control or social stability". Major international 
news organizations, Chinese-language news media outside mainland China, "illegal" 
civil organizations and political fora have been constantly blocked out or shut down. 
(OpenNet Initiative, 2007) Although the Internet has long been analyzed for its 
potential usage to contribute to transnational public sphere or global activism 
(Cammaerts & Audenhove，2005; Bennett, 2003)，in China such vision is rather dim 
due to the Internet censorship besides the language barrier. 
A consistent feature of regulation of the Chinese Internet has been the lack of 
transparency; nonetheless, scholars and organizations keep testing the boundaries 
and identify certain blocked targets that cut across political and social lines of 
conflict. (OpenNet Initiative, 2007; for more recent and detailed report, see 
MacKinnon, 2008) No such evidence, however, found in the entertainment terrain. 
Major websites on movies, for example, can be visited from the mainland. Most 
interesting here is not the systematic filtering mechanics, but the self-monitoring 
behaviors of nonstate actors which proof to be more human and severe (MacKinnon, 
2008). It seems that self-censorship of Blog Service Providers (BSP) tend to ignore 
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posts relating to entertainment, even though sometimes under that leisure mask the 
content can be very subversive. An illustrating case is blogging Curse of the 
Golden Flowers (2006)，the huge box office hit. Sustained for three months in 
Chinese blogosphere, explicit remarks that deem the movie a political metaphor of 
the June 4th, 1989 Tiananmen Square Massacre radiated from influential j-bloggers 
and online film critics, without being removed.^^ 
In sum, movie talks in the Chinese Internet are largely independent of commercial 
manipulation because of the majority of subjects are pirated foreign films. It also 
enjoys far more freedom in terms of national political regulation. The mediascape 
(Appadurai, 1996) hence, while with boundaries to a considerable extent overlapping 
with the nation border in political and social terrains, in the terrain of entertainment 
has quite blurred boundaries. All these characteristics grant the Chinese Internet 
great latent capacity for a public cine-space. 
The Chinese Online Film Critics 
Another noteworthy feature of the Chinese situation is that of Chinese online film 
critics, who as opinion leaders are bom and live within the bottom-up, "in-crowd" 
dynamics. 
Critics and their reviews pervade many industries and are particularly important in 
the entertainment industry. In the 1950s，Elihu Katz and Paul Lazarsfeld (Katz & 
19 A representative post may be like this: 
December 19, 2008 | Curse of the Golden Flowers 
How can a nation built upon a sword instead of the people achieve her apotheosis? Endless pageants, 
spectacular parades, projects of merely "face value" and as the saying goes, shoot for the moon, even 
if you miss you will land among the stars. Participate all the games and secure as much gold as 
possible. The Olympic knocking on the door demands unprecedented attention. Whoever the director 
of the opening ceremony will pave the road with flowers and stage the unified gymnastic movement 
of the thousands to pay the tribute. But as director with a conscience, he is speaking through his film 
about what happened in the royal court. A cleanup crew can rinse away the gore and people are 
forbidden to talk about the massacre and power still resides in the hand of the old man despite the 
ongoing clique struggles, http://www.bullogger.com/blogs/frankmw/archives/310n.aspx (accessed 
18 Feb 2008) 
Comments have been shut for this post is because some recent temporary adjustment made by the 
BSP, which has nothing to do with this specific blog. 
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Lazarsfeld, 2003) pioneered the "movie leaders" analysis. Empirical evidence 
show positive relationship between the market performance of movies and the role of 
critics. (Eliashberg & Shugan, 1997; Zuckerman & Kim, 2003; Reinstain & Snyder, 
2005) In a regulated market, published film reviews profoundly guide the 
consumption. In China, film critics as the influencers in the online cultural public 
space actually lead the consumption of pirated films. Their immediate coverage of 
movies goes with global film premiere, with official and (thus) also illegal release of 
new DVD versions of either old or recent films. Their scopes of interest are 
amazingly wide. 
The booming of Chinese online film criticism cannot be explained simply by the 
"sheer availability" and "interactivity" the Internet offers, as in the US does. (Sterritt, 
2004) The film piracy markets, and then the Internet, shape this generation's core 
film critics in China. The path these people took ensures their independence from 
prior structure of social capital, and even cultural capital. (See Bourdieu, 1984) 
Growing up with the development of film piracy and the public cine-space, filling in 
a certain vacuum during certain media expansion, these people are now capable to 
shift freely from "webby styled" writing to solid academic-based criticism. In 
addition, the maturation of their writings benefits greatly from communicative 
environment of the Internet. As Weixidi (2005) puts it, it requires the authors for 
more genuine attitude and courage to face any challenge. There are highbrow 
cineastes in the Chinese press, but they have never been as influential. 
The community-oriented characteristic (similar to that of piracy outlets) of the 
Chinese online film critics echoes the earliest research of Katz and Lazarsfeld (2003), 
whose "movie leaders" analysis was published in the book Personal Influence, a 
book re-emphasizing the role of acquaintances between mass media content and the 
“atoms from the mass". Compared to "film critique effects" analysis in established 
capitalist media system, Katz and Lazarsfeld's discussion on "how people with 
specialized media interests are recognized as experts or "influence leaders" by their 
peers, who subsequently seek their advice as to whether to see a film", and that such 
opinion leaders were able to interpret the social significance of media materials to 
others in their community, bears more affinity to the Chinese case. The "in-crowd" 
dynamics of the latter mostly present itself online. 
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In addition, as discussed before, these mass media share with cyberspace perfectly 
the same group of gatekeepers in writing and editing reviews of (pirated) films. 
Both the examination the historical development and institutional structure attests to 
the differing cross-media dynamics of the Chinese movie culture. (For a rough 
outline about the US online film critics, see Sterritt, 2004) One irony is that the 
online film critics merged as a broader public force after it was foregrounded in the 
traditional mass media. The latter gave the former both attention and, indirectly, 
legitimacy. On the other hand, this legitimacy and acknowledgement in turn 
strengthen their independency online, voicing out messages that can never appear in 
traditional media. 
The Chinese Public Cine-Space 
As illustrated in the historical account of Chinese piracy consumption (Chapter 6), 
both the Internet and the print media, periodicals and varied books, serve as sites of 
the public cine-space. However, in terms of the economical and political 
independency, the print media, however benefiting similarly from the same set of 
conditions analyzed above, are bound to more constraints. Besides the 
well-acknowledged economic factors (Zhan, Liu & Lin, 2007) that make the print 
media in general to lag behind the Internet, in recent years the Chinese state's 
intervention, usually a result of both economic and political pursuits, keeps 
influencing the content of mass movie magazines. In cooperation with the national 
distribution and promotion of Chinese blockbusters such as Heros (2002)，House of 
Flying Daggers (2004)，The Promise (2005), The Banquet (2006), and Curse of the 
Golden Flowers (2006), major movie magazines again and again spend dozens of 
whole pages delivering positive reviews before the public theatre exhibition. Such 
discourse has however always been countered in the Internet. Hence compared to 
the print magazines that have to be more compliant with the official ideology and 
corporate manipulation, the Internet is definitely the drive engine and primal base of 
the Chinese public cine-space. 
The Chinese public cine-space also raises an interesting issue regarding the 
publicness, that is, the representation of the (piracy consuming) public. 
"Membership in a collective whose scale rules out face-to-face interaction or 
acquaintance needs representation or some mediating fiction of the whole" in order 
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"to allow a common backdrop for participation." (Peters, cited from Shimpach, 2007) 
So the essence of the pre-condition for private individuals to enter the modem public 
sphere is an imagined relationship between private self and public-ness. For China 
in the onstage realm, the state organized public cinema-watching, especially in 
earlier times, and the film critiques grouped onto the print press, mostly either 
state-organized or entrepreneur sponsored, together with the official institutions that 
impose a political test on what will be produced, contribute to a highly distorted, 
visible public. For Hollywood cinema, the near ubiquity of statistics is used to 
present the motion picture audience. But the statistical compilation of discretely 
measured data suggests positivist pathos, and the constructed public as such, when 
experienced by the individual as a reflexive collectivity, serves as an instrumental 
tool for market interest. (Shimpach, 2007) In The Media Monopoly, a milestone 
work on the alarming concentration in the control of information, Bagdikian (2000) 
poignantly notes: "Narrow control, whether by government or corporations, is 
inherently bad." (p.223) For Habermas, such a representation of the public 
fundamentally misunderstands the role of the public sphere. The public, instead, 
should be the result of individuals publicly interacting. 
Critical scholars deem it an important question in our time the freedom of the public 
to challenge and resist the cultural genres and systems of cultural production 
generated by the state and private business conglomerates that seek to position the 
citizen and consumer in culture. (Rojek, 2007) In China, the public cine-space 
away from most governmental and economic pressures probably gives birth to such 
freedom. Relatively clear of state organization in any form, and witnessing no 
censorship in films and critiques, it is one of the kulakisms left outside the reach of 
governmental power. And because the gigantic piracy market is just an informal 
economy, there has never been statistical representation of the actual film 
consumption of the Chinese people. Thus no forms of "scientifically" calculated 
"public opinion" or mainstream taste ever loom, and the only way to sense the 
existent film-watching public is through reading film reviews and interaction in the 
cine-space. 
A Trajectory of the Online Cine-Space 
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Now I will try to outline the trajectory for the online public cine-space during this 
one-decade development in China, based on the historical account in Chapter 6. 
At first, the Internet in the form of BBS was valued because it was the savior for the 
isolated movie-viewers. People exulted at hearing from each other, and shared 
solid news about the local piracy market. Gradually through online discussion and 
offline socializing, a bunch of key figures have been established, who later moved to 
blogs and become explicit opinion leaders in film viewing. In times of Web 2.0, 
online social networking models distinguish in connecting otherwise fragmented and 
small organizations without the resources to reach a broader audience with interested 
and passionate users. The public spaces to discuss film immediately transforms in 
accordance. The online content providers encompass much more people, and sites 
like Douban and Mtime successfully become autonomous organism of all sorts of 
information growing out of numerous film items, like mad, considering the sites' 
expanding rates. 
Here is a more colorful way to illustrate the situation in China. 
Being interviewed, Abei the Douban founder repetitively said his idea of Douban 
had been influenced by a book, The Tipping Point (Gladwell, 2000). The US 
bestseller analyzes how trends are sparked and take hold. Based on his in-depth 
research spanning a number of fields, the author Gladwell identifies three key factors 
that each play in role in determining whether a social epidemic will "tip" into 
wide-scale popularity. Firstly, the intervention of a number of influential types of 
people is required to campaign the idea. These people either have ties and act as 
conduits between other unrelated parties (Connectors), or have a strong compulsion 
and capability to help others make informed decisions (Mavens), or have unusual 
charisma in persuasion (Salesmen). The second is "the stickiness factor", which 
refers to a unique quality that compels the phenomenon to stick in the minds of the 
public and influence their future behavior. The third is the "power of the context": 
the environment or historical moment in which a trend is introduced should be right. 
To view Abei's Douban under this frame, very easily its rapid expansion can be 
attributed to the prior rise of online film critics, some of whom served as the starting 
points of the "word-of-mouth" campaign, as Abei calls it, albeit within the 
cyberspace. The Douban or in general the cine-SNS epidemic，also benefits from 
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decades of cultivation by the film piracy market. But talking about the stickiness 
factor (which Gladwell remarks as often counterintuitive), I argue for an interesting 
characteristic of cinephile sites as such in China: the encouragement of "conspicuous 
consumption" through their specific applications. 
Like all SNS, Douban and Mtime allow users to create a profile for themselves. 
The profile, unlike others, consists of "personal film items". After you saw a film, 
the site allows you to locate the item in its database, and the film appears in your 
profile as a small poster under the section "seen". You can also add film items as 
"wanna see", or "wanna own". In addition, all movie reviews you write up will 
link to certain film items, together with your brief comments or rating. In short, at 
Douban and Mtime, you exist as a bunch of film items, plus the corpus of your 
cine-opinion, and also your blog (if any) and your belonging groups around certain 
cinematic interests. On such platform, films related to you are meaningful in their 
symbolic exchange value, the value of social presentation. (Baudrillard, quoted from 
Clarke, 2003, p.27) Thanks to circumstances of Chinese hard goods and Internet 
piracy, consuming film is posted in the first instance by an excess of resources, 
instead of by a deficiency. This enables the consumption easily to be facilitated by 
one's will to consume for one's identity building. To distinct oneself from faceless 
masses, the user keeps to strive for distinct films and display the act, which type of 
behavior has come into people's awareness in general, making the expression 
"zhuangbi" (roughly, pretending to have awesome taste) a highly popular charge in 
public. Douban is aware of this as well. In one feature cooperated with a film 
magazine, it finds out the film tagged with largest number of "wanna see" and with 
least number of "seen", to show this interesting phenomenon. (TTCC, 2008) As a 
matter of fact, the Internet's capability of making the "conspicuous consumer" (more 
about its theoretical origins, see Corrigan, 1997) is not confined to cinephile SNS, 
but has been existing since the earliest moment, and noticeable even in blogging. 
Nevertheless, it is now that the specific e-applications are institutionalized to amplify 
and materialize the tendency. These sites also help generate codes to attach your 
film viewing record to your blogs in whatever host platform. 
To sum up, as the Internet technology evolves, ways of social interaction around 
films in online public cine-space keep evolving too. At first the Net is basically for 
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disseminating information and connecting people shared common interest in films. 
Then with opinion leaders established, opinions and perspectives play a more 
significant role to orient people in the vast cinema maze as well as in aesthetic 
appreciation. Then film consumption as an expressive act added another dimension. 
Much more movie-viewers join in the "architecture of participation" (Web 2.0 
characteristics) to add value to the application and actively build their personal film 
viewing image. These three interactive modes do not mark certain period of the 
Internet, but are chronically overlapping. I just analyze them due to their saliency 
in accordance with the technological environment. 
In the early 1990s, the chaotic anarchist state of Chinese piracy consumption occurs 
among an atomized population is like a "Hobbesian War", under which the tendency 
to emerge unofficial hierarchies always lie. (Portes & Haller，2005) Then since 
1998，with the public cine-space thriving in the Internet, later complemented by the 
print media, the Hobbesian war moving to "social enforcement structures", as the 
society becomes networked. The formation of the publicness as such further 
strengthens the film piracy market, since studies of informal economy show "the 
networked communities are more likely to view the organization of informal 
enterprise as a normal part of life and involvement in the underground economy as a 
justifiable form of resistance." (Portes & Haller，2005) More importantly, as 
depicted in the chronology (Chapter 6), the bottom-up organism of the local orients 
and sustains the diverse Chinese piracy consumption. 
Mechanism towards Diversity 
It has been illustrated that via the specific mechanism of the pirate, viewers have an 
almost infinite potential to enlarge the filmic gene pool to encompass virtually the 
world cinemas. In addition, peculiar ramifications of the contention between 
globalization and the Chinese state under the torrents of media globalization pave the 
structural foundation for a public cine-space. In specific, thanks to the tug-of-war 
of between the self-interested global capital and the state, the viewer is faced with a 
market of real-time adapting inventory and no advertising. In this section I will 
attend more to the Chinese public cine-space, a bottom-up organism of the local, to 
analyze its mechanism in orienting and sustaining the diverse Chinese piracy 
consumption. 
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Above all, a public cine-space that is away from most governmental and economic 
pressures is of primary importance. But either Gitlin's Gresham's Law of fiin 
(Gitlin, 2002), or Pang's Hobbesian War picture (2004a) is by all means probable. 
Now I will depict the underlying dynamics by applying the notions of aesthetics to 
the historical account of Chapter 6. 
Aesthetic properties are perceived by the subject from the intrinsic (usually formal) 
properties of the object. In previous chapters it is demonstrated in piracy-rampant 
China, specifically after the Internet's emergence in movie spaces, movie-viewers 
have access to the largest possible "genes". This enables the largest room to 
generate varied aesthetic experiences. Aesthetic experience, on the part of the 
subject, requires perceiving, cognizing, and feeling. The foremost precondition is 
the direct exposure to the object. To facilitate this, the Internet helps people get to 
know the inventory and to choose from it. As Anderson (2006) writes in his book, 
the ability to tap the distributed intelligence of millions of consumers to match 
people with the stuff that suits them best is leading to the rise of all sorts of new 
recommendation. The early discussions of online cine forum and the blogging 
content of influential independent film critics essentially serving as the new 
"tastemakers" that make possible the viewer delving into niches s/he never knew 
existed - As Douban's motto goes, "First to make the invisible visible". (Jiang, 
2005a) Besides all these, as highlighted before, is the ability of the Internet, 
especially Web 2.0, to serve as a platform to display, making the viewer a 
conspicuous consumer of cinema. A few points to add: 
First is the critique of taste by theorists like Bourdieu. In historical dimension, 
arguments about good and bad taste are regarded as part of the emergence of 
something like a market in aesthetic commodities. From the outset they work as 
consumer guides, as well as an episode in self-fashioning or subject formation. 
(Cook, 2000) The law of taste is seen as part of a hegemonic project, the making of 
a social world fit for a bourgeois class. (Eagleton, quoted from Cook, 2000，p.99; 
also see Fisher, 2005) Bourdieu further insists that "Whereas the holders of 
educationally uncertified cultural capital can always be required to prove themselves, 
because they are only what they do, merely a by-product of their own cultural 
production." (Bourdieu, 1984, pp.23) From this point of view, the film tags, 
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reviews, and avid talks of "art cinema" in cyberspace, are so many signs of an 
anxiety from the subordinates in the cultural hegemony. The argument is indeed 
true, in a sense that on many occasions people are motivated to try art cinema via 
zhuangbi ("pretending to have good taste", and good ordained by cultural nobility). 
Approached in another view, never the less, such motivation undoubtedly adds to the 
chances of exposing oneself to fresh territories, which is a blessed outcome for the 
filmic gene pool. On the other hand, more crucially, their critique fails to explain 
the similarly prominent phenomenon of cult movie communities in China, where 
large niche viewers share and discuss their experience with all sorts of weird stuff 
considered differing from the "mainstream". Cultural theorists in cult cinema 
discuss the relationship between the cult movie and the art cinema as: "Although the 
cult movie is often seen as a popular and even subaltern scene, it is precisely its 
sense of itself as a kind of oppositional and underground culture that it shares with 
the European art cinema. Not only do both the art cinema and cult movie fandom 
emerge out of similar developments in both exhibition and academy, but they have 
therefore frequently interacted and even overlapped with one another." (Jancovich et 
al., 2003, p. 11) Given the fact that nowadays the position of so-called art cinema in 
movie business is quite disparate comparing to, say, that of opera in music business, 
the power that drives people in art-cinema seems more compatible with the 
"subcultural ideology" that celebrates the supposed difference from the 
"mainstream", instead of the re-enforcement of class distinction, on what Bourdieu 
concentrates. 
Moreover, unlike imitating life-style luxuries, to imitate film-viewing (and other 
cultural products) are promising to offer unexpected experiences to the subject, as 
long as one has received enough prior exposure and takes a proper comprehending 
attitude. For aesthetic attitude that enriches one's perception and feelings of an 
object, I emphasize two aspects that the Internet (and the supplementary print press) 
brings into being. The first is the engagement, one of the central elements in 
theoretical discussion of aesthetic attitude. What the Internet facilitates may not 
directly be the full engagement of a film, but an indirect one caused by writing 
reviews and discussing it online. In contrast, German sociologist Emilie Altenloh 
found in 1914 from large quantities of questionnaires that little people could say to 
explain why they were so drawn to the movie experience. (Altenloh, quoted from 
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Gripsrud, 2000) Now the Internet enables a variety of articulation on cinema from 
the common movie-goers. To display for the cinephile community, some watch a 
couple of times and laboriously glean information before writing reviews. The 
second is the contextual knowledge. According to aesthetics, knowledge of the 
historical context of a work, including its proper classification, is required for proper 
appreciation of its aesthetic qualities. In Garda-Canclini's survey, majority of the 
video viewers in Mexico do not even know the director of the film. They go to 
rental clubs near their home without making prior decisions at all. Plus, 
Garci'a-Canclini finds that both movie houses and rental clubs have no interest in 
locating the films in cinema history or in relation to their "authors". (Garcia-Canclini, 
2000) But from our historical account of the development of the Internet, print 
periodicals and book publishing in cinema culture, one can see the disparity of China. 
There is detailed three-dimensional geography of the world cinema in construction, 
and various parties and sources are eagerly contributing the project. 
Mechanisms as such make possible further advance into the filmic universe in all 
directions. Full experiences provided include sensation, pleasure, enjoyment, 
refreshment and enlightenment, challenging our intellects as well as our perceptual 
and emotional capacities. During the decade-long evolvement, both the system of 
piracy and of the public cine-space are functional: that is, they are capable of 
sustaining or reproducing themselves (and, within culturally defined limits, space), 
and adapting one another on an immediate base over time. 
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GRAPH 2 China after the Internet 
Departing from Graph 4 (in Chapter 5) which basically illustrates the condition prior 
to the emergence of the Internet-driven public cine-space, the Chinese situation after 
the Internet is as in Graph 5，where the Old Market demand curve (as in Graph 4) has 
turned into the New one. Since the popularity of tail products rises to a significant 
extent, the pirates include nearly all potential products into their replica inill.^^ The 
Internet, especially Web 2.0，is considered the leveraging power of the "Long Tail", 
with data as a driving force. 
A little more to add: There are two criticisms against Anderson's The Long Tail 
theory. (Cassidy, 2006) One is that widening choices do not necessarily lead to 
cultural fragmentation and a defection from mainstream fare. Having received so 
much publicity, as the critics suggest, blockbusters become a social event that people 
want to feel part of. In this sense, it is not anymore a matter of taste. While this 
may be partly applicable to the Chinese case, another cause here is that the Chinese 
population is huge, and even the cost of the product piracy is a determinant issue. 
So the Internet not only causes more people to be part of the "social event" (instead 
of being a movie buff), but also create more movie viewers that are originally 
hindered by financial deficiency. This is why in Graph 5 the curve of "China after 
the Internet" has a dissimilar head to Anderson's standard Long Tail curve. (Graph 2) 
The other criticism heads for a blind spot of Anderson's analysis: The long tail has 
meant that online commerce is being dominated by just a few business - only 
mega-sites that can house those long tails. It is still the few giant, exploitative 
2° Usually to illegally download pirated films, rare ones in particular, requires preceding hard goods 
piracy for uploading. 
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oligopolies "who's wagging the long tail". (Cassidy, 2006) For this problem, China 
is not quite there. 
The Techno-Divide 
Now we have discussed the crucial role the Internet plays in the diversification of 
Chinese film piracy consumption. Thereby an issue that begs serious consideration 
is that uneven diffusion of new technologies, the Net included, which is attributable 
to existing social inequality, risks exacerbating the social divide. Here I introduce 
the Chinese situation in terms of availability and affordability of movie houses, the 
Internet accession, and the film piracy. 
According to the latest CNNIC report, the Internet popularity reached 16% in China, 
still lower than the global average level, 19.1%.^ ^ (CNNIC, 2008) Therefore, even 
as the two largest cinephile sites, Douban and Mtime can hardly rely on their 
databases to construct a round-up picture of all Chinese movie-viewers. Evidently 
the networks of film piracy have long extended to the relative developed towns and 
villages (Wang, 2003), and thus the nationwide piracy-viewers may outnumber the 
Internet users. To put more precisely, given the demographic structure of these two 
groups, geographically the Chinese Internet users reside within a sub-area covered 
by piracy networks. In other words, in terms of availability, film piracy goes ahead 
of the Internet in China. Even more limited population afford regular movie-going. 
Intuitively we know that there are people that afford Internet accession (perhaps 
thanks to the Net Cafe of the nearby town) yet cannot afford the cinema ticket, but 
not the converse. In sum, in terms of availability and affordability, movie theatres 
are in the hand of the smallest population, followed by the Internet, and at last, the 
much more plebeian film piracy. (Graph 6) 
A 'Cinema Class', identified in the Screen Digest report as the 'urban, middle class 
consumers who can afford the high ticket prices of 30 to 80 Yuan for a standard seat 
and 120 Yuan for a VIP seat (approx $3.50-$ 10 and $15), some of whom go to see a 
film at one of China's new modern cinemas on average seven times a year', is 
21 That is, 16% of the population actually use the Internet. The technology is affordable to much 
more people, including large proportion of middle-aged and the elders who choose not to use it. 
98 
currently estimated (by the same report) to represent 19% of the population. (Screen 
Digest, 2007) This demarcates the inner circle. 
Cinema 
^^^^^^^^^^^^^^ ^ ^ Internet accession 
• National Population 
GRAPH 3 Availability/Affordability of Cinema, Internet and Pirated Films for the Chinese 
population. 
It is clear that given such situation, a diverse consumption pattern is only realizable 
to people within the middle circle, which is still a privileged minority of the vast 
population of China. 
A final note to make is that indeed the role of the Internet, new generation of media 
technologies, is highlighted, however, it is by no means considered as an 
unproblematic force for social change. On the contrary, political and economic 
determinants that shape the technology have been carefully explored. As for the 
Chinese case, a more accurate argument for the role of technology would be that, as 
new technologies enter countries from which they were hitherto shut out, or which 
lacked market or state institutions that could exploit them effectively, the indigenous 
social is strengthened and new varieties of capitalism flourish. 
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Chapter Eight: Conclusion 
Contributions 
Twenty years ago, Chin-Chuan Lee (1979) interrogated the theoretical consistency 
and empirical validity of the media imperialism hypothesis by seriously considering 
case studies of media. He supports neither free flow doctrines nor the media 
imperialism critique, and argues for middle-range theories and regulatory policies 
that would be sensitive to the complexities of specific local circumstances. Cultural 
piracy is a primary formative force into the complexities of Chinese film 
consumption. An exploratory, phenomenological, and explanatory research, this 
project contributes both empirically and theoretically to the existing literature, be it 
specifically on Chinese film piracy, or more generally on media and cultural 
globalization. 
The Chinese watch pirated movies. The phenomenon has always been perceived as 
the Chinese watch pirated movies. In consequence, researchers and marketers 
presume, generalize, and predict the Chinese viewers according to a prototype 
inducted from the other parts of the world where people watch movies. But the 
issue is not as simple as just an illegal version of "people watch movies". 
Beginning with a review of major theoretical frameworks of media and cultural 
globalization for the Chinese film piracy, this project proposes the concept of 
diversity in a (local) filmic gene pool to problematize the case at hand. As 
theoretically deduced, the local cultural market is supposed to face rather limited 
diversity under heavy impacts of either the expanding global capital, or the national 
protectionism. Two research questions raised for this study are: (1) Do the local 
Chinese in reality witness a limited diversity in film consumption? and (2) If the 
Chinese' film piracy consumption is diverse, why does it go against the theoretical 
prediction? 
Historical Account of Chinese Film Piracy Consumption 
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To respond these questions, a rich ethnographical and historical account of the local 
lived experience is presented, unveiling an amazing, ever diversified piracy 
consumption. 
I will emphasize the value of the history account per se. As Dudley Andrew (2000) 
holds, the cultural historian ought to refuse the comfort of a direct pipeline to a 
socio-economics, but to pick "middle road located somewhere between the highway 
of socio-economic history and the folk path of personal biography." (p. 185) To our 
project, the structural contingencies of Chinese piracy market and Internet indeed 
brew certain trajectory to take place, but one should not stop at an mechanic equation, 
since there are always forces in play that cannot by reduced to socio-economic 
causality. For example, on behalf of culture, the common respect for intellectual 
meditation and art-house cinema in Chinese society is radically different from the 
US, but bears more similarity with France, who in the present world is 
well-acknowledged to be a firm defender against Americanization. (Gitlin, 2002; 
Wang, 2006; Uricchino, 1996) This characteristic leads to a stronger tendency in 
conspicuous consumption of cultural products, thereby better expanding the piracy 
inventory. Also there is the peculiarity of the early film critics as individuals. 
Their personality and capability at various levels cast greatly influence upon the 
rudimentary formation of cross-media dynamics, which orients the growth of 
cultural public sphere in China. Of course there have been all kinds of random play, 
and untold factors that are yet to unearth. That's why a brief history has its own 
value, with detail unable to be seated in an explanatory framework but offer more 
potential for new perspectives. On the other hand, empirical evidence is always 
theory-laden, and being attentive to the subtleties of different theoretical positions is 
vital. Historians need drop down low for detail, then rise to gain the perspective 
that seems to suit them or gives them densest significance. 
Inclusive Model for Diversity of Cultural Market 
Grounded by the empirical research, following arguments are made in this project to 
explain the diversification in Chinese film consumption: 
(1) Via the specific mechanism of the pirate, Chinese viewers have an almost infinite 
potential to enlarge the filmic gene pool to encompass virtually the world cinemas; 
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(2) Thanks to the tug-of-war of between the self-interested global capital and the 
state, the viewers are faced with a market with real-time adapting inventory, lowest 
money barriers, and no advertising / propaganda; and 
(3) Largely away from governmental and economic pressure, the movie talks on the 
Internet find itself a public cine-space, where prosperous communication and 
discussion initiate a networked public. 
For the Chinese case under scrutiny, these conditions are found as some peculiar 
ramifications of the contention between globalization and the Chinese state in the 
media and cultural globalization, and the emerging media technologies. But from 
the case study, we can further suggest that a diverse consumption entails four 
conditions: a large pool of potential genes for the market, the market's efficient 
adaption to local needs, low money barrier for general purchase, and a public 
cultural sphere as the major market orientation. 
TABLE 8 Inclusive Model for Diversity of Cultural Market 
Global Capital Nation State Chinese Piracy 
Consumption 
Potential Genes Profitable genes National genes Worldwide genes 
Market Conservative Conservative Radical; Real-time 
Adaptation 
Money Barrier Depends Depends The lowest 
Market Heavy advertising Propaganda Cultural public 
Orientation sphere 
This Inclusive Model answers to the seeming contradiction between the theory and 
the fact, that is, while either the neo-liberal media globalization or national cultural 
protectionism tend to severely limit the diversity of local cultural gene pool, the 
Chinese case turns out to be unexpectedly diverse. (Table 8) It also highlights the 
purpose of this study, which is not simply celebrating cultural piracy as "amazing", 
"liberating" disarray from globalization, but to generate imagination for finding 
creative and peaceful approach to diversified global cultural industries and markets. 
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It is especially meaningful for regions that have already been structured in a less 
resourceful position in varied aspects, both internally and externally. Here to 
consider the case of the United States within this framework helps to crystallize the 
idea. 
If we measure the US film consumption by filmic genes, the local gene pool is 
indeed quite diversified, although, as discussed before, it will not match that of 
China. But then an interesting question emerges as that are they just two equally 
efficient paths (out of many?) to Rome? If the American way, namely the 
legitimate, well-functioned, "healthy" film production and distribution system, 
works nicely to give birth to a diversified cultural market, what is the significance of 
the Inclusive Model delivered by this thesis? The answer is that, first off, 
globalization has been an ongoing project, which has already resulted in core, 
dominant regions and relatively peripheral, overwhelmed ones that are intricately 
situated in uneven economic, political, and cultural structures. In this sense, just as 
what critical scholars hold for the International Intellectual Property Law, the 
existing structures and institutions exacerbate the global divide. This leaves no 
possibility for the Chinese film industry, in practice, to follow the model of 
Hollywood. Similarly, the Chinese or other local cultural market cannot achieve 
the diversity enjoyed by American audience. I re-emphasize here that diversity 
solely refers to the count of available genes; In terms of proportional popularity of 
each genes, we have already discussed that China witnesses a more diversified 
consumption pattern by all means. Second, domestically, countries like the US 
have well-developed civil/public intervention in local cultural markets. Institutions 
such as university libraries, public libraries, chained rental stores and cinema clubs 
across the country contribute tremendously in enlarging the filmic gene pools. 
China, and many other regions, have not established civil/public networks of this sort. 
Due to either political or economic reasons, these societies are left with scant 
resources to mobilize. In short, the Inclusive Model our project concludes with is 
inspired by the Chinese film piracy consumption case, and serves as the starting 
point to design an alternative path to a diversified local cultural market, given the 
global divide of media and cultural globalization. 
Weaknesses and Future Suggestions 
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The main weakness of this study goes to the qualitative methods. I have already 
outlined the strict limitation in choosing research methods, and the irreplaceable 
merits qualitative methodology bears to this case. However, a practical research 
design that includes more systematic，quantitative ways to handle the data, both of 
the past and the present, would be extremely helpful to refine the findings, and 
meanwhile makes it more convincing, at least to certain bastions of the academia. In 
addition, especially when with accurate statistical data of the macro political and 
economical levels at hand, we could better comprehend the situation and detect more 
subtle dynamics that are going on. These for the present are all beyond the 
capability of this study. Considered in another direction, comparative studies are in 
dire need to re-adjust the current findings. Although I try to present a couple of 
comparable cases that have been separately handled by scholars, I realize a more 
systematic, specially tailored comparative project, albeit of intimidating workload 
and challenge, would make great contribution to our understanding of cultural piracy 
in media globalization, and further give visions of alternative paths. 
Attempting to analyze the Chinese public cine-space mainly on its external structure 
and relational dynamics, my concentration, for the time being, is not the political 
implications as many scholars are interested in. Above all, there are wide-range 
possibilities lying in the publicness of cinema itself, since being both discursive and 
creative, films not only explore individual and social fantasies, they also produce the 
space in which those fantasies become available in public. Such cultural space is 
the precondition of citizenship. (Donald, 2000) 
Now I will briefly introduce two recent developments that suggest the potential of 
this space before winding up the thesis. The first one is the birth of Cinepedia.org， 
a Chinese Wikipedia about films. Established in Oct 2006 by Daqihupi, a former 
Rear Window participant and now a France-based PhD candidate in film studies, the 
wikipedia has already over five hundred registered contributors and 3,348 Chinese 
articles. Not as the world's wikipeida.org, cinepedia.cn temporarily not accepts 
autonomous accounts. The current contributors all joint through formal registration 
procedures. They are geographically scattered around the globe, from all kinds of 
professions, but equally active in translating and collecting knowledge of films in a 
China-centric environment. Cinepedia.cn signals a new phase of civil engagement 
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in the Chinese movie / piracy watching public, and is promising to influence the 
movie culture in the future. 
The second development is the urge from below to formulate a film rating system. 
Having long been aware of the "government's cut" of the imported films, the public 
discontent accrues. Finally triggered by Lust, Caution, whose sex scenes were cut 
out for seven minutes, the online protest rose to a new level. Blog entries and 
forum discussions ranged from emotional accusations, informational coverage (of 
the omitted scenes), rational analysis on laws and regulations, to constructive 
suggestions in policy making. In September 2007, movie magazines like Movie 
World and Movie View published almost a special volume on film rating systems. 
Lengthy articles focused on the contemporary rating system in various foreign 
countries and Hong Kong, as well as the world histories on film rating. The aim 
was obvious. This was a determined attitude against the government's censorship 
on movies. But it was articulated via a strategic route, beginning with a 
conservative request to rate according to levels of sex and violence. As I analyzed 
before, it is the same groups of gatekeepers in the online cultural space and the mass 
media. The permeability thus is very good and those regarded as appropriate can 
be efficiently rendered in the mass channels. As Bennett (2003) points out, the 
digital public sphere for contesting media power would be far less important if it 
were sealed off from other communication channels in society. In this respect, the 
Chinese online cine-space has great potential. This event can also be viewed as a 
self-empowerment of the local. 
The political implications of such a prosperous, well-connected and free cultural 
space are indeed worth exploring. China here is a provocative case for the 
theorization of media and cultural globalization, as well as for the development of 
the public sphere concept. 
The last but equally fundamental issue about Chinese piracy film consumption is the 
possible mutations of filmic genes, that is, the local cultural production that has been 
benefited from the diverse gene pool. Local talents, especially those work 
underground and/or independently represented by Golden Lion winner director 
Zhang Ke Jia, have frequently expressed their gratitude for the rich pirated films. 
(See，for example, Zhang, 2008; Berry, 2005) Some scholars also attribute the 
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current grass-root video productions in Mainland China to the abundant movie items 
in the piracy market (Zhang, 2008). Others on film piracy regard the changes 
taking place during the copying procedures as significant creative sparkles which 
grant the piracy some justification in terms of creative production. (Pang 2006; 
Sardar, 2005) Mainly focused on the diversification of local cultural market, this 
thesis by no means ignores the rich potential that market breeds for re-combination, 
mutation of the filmic genes by the locals, whose imagination, taste, and skills have 
been ignited by the diversified worldwide products. Personally I tend to believe 
that the present diverse consumption lead to fascinating revival of the local creative 
industry, albeit the process should be evaluated in a long-run. Any over optimistic 
generalization of the current situation risks wishful exaggeration. Looking back to 
the video hall era in the 1980s，we realize how things have been changed so 
dramatically within less than two decades, and that to vision the future "decade" is 
not conservative at all. 
Final Remark 
As early as in 1940s, the great film theorist Bazin called on the public to move 
quickly in asserting its taste and desires before the production and distribution 
industries locked French cinema into a rigid monopoly capable of responding only to 
financial pressures. Bazin demanded "a diversification in production control in 
order to increase film types, generating on the audience's side a healthy 
heterogeneity of films from which to choose, and on the filmmaker's side an 
opportunity to create a more personal cinema". (Andrew, 1990, p.86) The project 
of diversification is still undergoing, ever painstakingly, on a global-scale. In 
China, thanks to the film piracy, the Internet, and the structural ramifications of 
globalization, an interesting mode upbuilds itself. 
Admittedly in this case, the technologies aiding the processes of diversification are 
spatially unequal (Graph 6 in Chapter 7), thereby exacerbating the division just as in 
many legitimate situations. Moreover, in a systemic view，the fact that world 
cinemas never respond the Chinese viewing public ("abandoned bastards", Chapter 5) 
makes the future gloomy. Further, the massive political and economic structures 
that enable the Chinese piracy case are forever subject to changes, forever playing to 
their own interests. There are endless aspects to make the picture drearier. 
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However, I would like the situated optimism, which is built upon imagining the 
conditions of possibility. (Abbas & Emi, 2005) It is this Chinese mode that opens a 
wide spectrum of possibilities, many of which remain unrealized. 
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Appendix A 
Selected Posts from "Rear Window" 
I list all films being reviewed in the book Fenetre sur cou, collection of aricles 
once posted to the online forum "Rear Window", with respective publish date 
marked. 
Hiroshima mon amour (1959), France/Japan, 2002-12-04 
L'Amant (1991)，France/UK/Vietnam; Malena (2000)，USA/Italy, 2003-03-17 
Imagine John Lennon (1988), USA, 2003-10-08 
Hold You Tight 愈快樂愈墮落（1997)，Hong Kong，1999-11-02 
A Brighter Summer Day 牯嶺街少年殺人事件（1991), Taiwan, 2001-09-02 
Vive L'Amour 愛情萬歲（1994), Taiwan, 2001-09-16 
Three Seasons (1999)，USA/Vietnam，2002-08-14 
All About My Mother (1999)，Spain/France, 2001-01-09 
My Neighbor Totoro (1988)，Japan, 2001-01-19 
Ed Wood (1994)，USA, 2003-03-05 
Platform (2000), China, 2001-10-17 
Suzhou River (2000)，Germany/China, 2001-05-31 
La vie revee des anges (1998)，France, 2000-09-11 
Happy Together 春光乍泄（1997)，Hong Kong，2003-08-18 
Ulysses' Gaze (1995)，Greece/France/Italy, 2001-05-11 
Birdy (1984)，USA, 2001-07-08 
Peony Pavilion 游園驚夢（2001)，Hong Kong，2001-12-01 
Friends (2001), South Korea, 2002-04-07 
Picnic (1996)，Japan, 2001-10-22 
The Wall (1982), UK, 2000-04-15 
Faces from the New Wave (actors), 2003-02-13 
A Bronx Tale (1993)，USA，2001-04-16 
An Estranged Paradise 陌生天堂（1997-2002)，China，2003-05-05 
In Expectation 巫山雲雨（1996); Evening Rain 巴山夜雨（1980)，China, 
2003-05-21 
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Eighteen Springs 半生緣（1997)，Hong Kong，2001-10-29 
The Puppetmaster 戲夢人生（1993)，Taiwan, 2001-04-22 
Millennium Mambo 千禧曼波之薔薇的名字（2001)，France/Taiwan, 
2002-05-08 
Dust in the Wind 戀戀風塵（1986)，Taiwan, unknown 
Self Comb 自梳（1997)，Hong Kong, 2001-03-18 
Nostalghia (1983)，Italy/France/Soviet, 2000-04-27 
The Sentinel (1992)，France, 2000-11-24 
La Pianiste (2001)，France/Austria, 2002-07-08 
Natural Bom Killer (1994), USA, 2001-10-16 
Transistor Love Story (2001)，Thailand, 2003-09-25 
Oasis (2002)，South Korea, 2003-01-09 
Swallowtail (1996), Japan, 2000-04-23 
Unknown Pleasures 任逍遙 (2002), South Korea/France/Japan/China, 
2003-06-12 
Purple Butterfly (2003), China/France, 2003-07-29 
Faraway, So Close! (1993)，Germany, 2001-02-12 
The Hole (1998), Taiwan/France, 2003-01-17 
About Schmidt (2002), USA, 2003-04-04 
Mystery Train (1989), USA/Japan, 2003-06-05 
The Son's Room (2001)，France/Italy, 2002-05-12 
The Truman Show (2002)，USA, 2002-02-20 
Trois couleurs (1993/1994), Poland/France/Switzerland/(UK), 2001-10-14 
The Tango Lesson (1997)， UK/France/Germany/Netherlands/Argentina, 
2003-06-01 
Ashes and Diamonds (1958)，Poland, 2002-02-27 
Death in Venice (1971)，Italy/France, 2000-08-01 
Wild at Heart (1990), USA, 2003-09-10 
Bright Future (2003), Japan, 2003-10-20 
ABC Africa (2001)，Iran, 2002-12-15 
Talk to Her (2002)，Spain, 2003-04-15 
All about Lily Chou-Chou (2001), Japan, 2002-08-15 
Everything You Always Wanted to Know About Sex (1972)，USA, 2001-06-17 
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Farinelli (1994), Italy/Belgium/France, 2003-03-10 
Gas von Sant, 2003-08-07 
Tarkovsky, 2001-12-07 
Fellini, 2003-05-27 
Krzysztof Kieslowski, 2003-10-12 
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